Ursinus College

Digital Commons @ Ursinus College
History Honors Papers

Student Research

4-26-2021

The Political, the Personal, and the Personified: 18th Century
British Political Caricature Art and the Formation of the British
Empire’s Identity
Sarah Johns
Ursinus College, sajohns@ursinus.edu

Follow this and additional works at: https://digitalcommons.ursinus.edu/history_hon
Part of the European History Commons, Feminist, Gender, and Sexuality Studies Commons, Political
Science Commons, and the Race, Ethnicity and Post-Colonial Studies Commons

Click here to let us know how access to this document benefits you.
Recommended Citation
Johns, Sarah, "The Political, the Personal, and the Personified: 18th Century British Political Caricature Art
and the Formation of the British Empire’s Identity" (2021). History Honors Papers. 9.
https://digitalcommons.ursinus.edu/history_hon/9

This Paper is brought to you for free and open access by the Student Research at Digital Commons @ Ursinus
College. It has been accepted for inclusion in History Honors Papers by an authorized administrator of Digital
Commons @ Ursinus College. For more information, please contact aprock@ursinus.edu.

The Political, The Personal, and the Personified:
18th Century British Political
Caricature Art and the Formation of the British Empire’s Identity

Sarah Johns
HIST 492-W

1

Table of Contents
Abstract........................................................................................................................................................ 2
Introduction ................................................................................................................................................. 3
Chapter 1: The Pre-War Period ............................................................................................................. 19
Chapter 2: The First Half of the War: A Rapid Change .................................................................... 58
Chapter 3: The Second Half of the War: Conceptualizations of a New Empire’s Identity ........... 94
Conclusion ............................................................................................................................................... 127
Bibliography ............................................................................................................................................ 132

2

Abstract
An image is often capable of communicating a number of things to a viewer, and political
caricature in the eighteenth-century British metropole is one clear example of this. Political
caricature became a useful tool for the wealthy—especially white men—to engage in discussions
about the power of the British Empire as it continued to expand and grow in strength in
comparison to other European Empires at the time. Even so, with the coming of the American
Conflict, things changed. No longer could these men be sure of what a British identity entailed.
A family fractured, changing gender norms, evolving concepts of race and contact with
Indigenous nations, and a rising middle class all threatened the conservative social norms that
bolstered what this audience believed to be the “ideal” British identity. In this paper, I examine
the ways in which colonial anxiety—the expressed uncertainty about the state of the ideal British
identity after the expansion of the empire—was present in the caricature art created in eighteenth
century Britain, thereby reflecting the concerns these men had about how changing norms of
family, race, gender, and class could threaten their ability to exert control. In the process, I will
argue that the caricatures are important meeting places not only for discussions about these
anxieties but are also essential for the enforcement of conservative social norms during a period
of rapid change.
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Introduction
A Visualization of Boston
In a 1774 compilation of The London Magazine, an author within the text published his
thoughts on whether the British Parliament and crown had the right to tax the American
colonies.1 Within his published work, the author notes that he is for “the most severe measures”
required to bind together “the colonies and people of America, subjects of the crown of Great
Britain, in all cases whatever.”2 The author; therefore, asserts the belief that the colonies, rather
than being justified in their right to push back against the recent Coercive Acts, needed to be
quickly subdued.3 Yet, was this a common belief, and was the English public equally for
coercive measures to respond to the colonies? The answer is much more complicated, and it is
visible within the very same pages of The London Magazine.

The able doctor, or, America swallowing the bitter draught (etching), in “The able doctor, or, America
swallowing the bitter draught,” Library of Congress, Library of Congress, accessed June 2, 2020,
https://www.loc.gov/pictures/item/97514782/.

1

“An Impartial Review of New Publications,” The London Magazine, Or, Gentleman's Monthly Intelligencer vol. 43
(1774): 196, accessed July 3, 2020,
https://books.google.com/books/about/The_London_Magazine_Or_Gentleman_s_Month.html?id=SiEoAAAAYAAJ.
2
Ibid.
3
“Timeline of the American Revolution,” Museum of the American Revolution: 2, PDF, accessed June 8, 2020,
https://www.amrevmuseum.org/sites/default/files/MAR_Teacher_Supplemental_Resources.pdf.
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Published within the London Magazine in the same issue in 1774, “The Able Doctor, Or
America Swallowing the Bitter Draught,” is a damning visual response to the British
Parliament’s handling of the American colonies, in particular, of the same coercive measures that
are so clearly admired in the written work of the previously mentioned author. In this visual, we
see a partially-dressed and restrained Indigenous woman forced to drink tea—or the Coercive
Acts—at the hands of Lord North, who also carries the Boston Port Bill in his pocket.4 The
viewer also witnesses Lord Sandwich peaking beneath the skirt of the personified Indigenous
America, while Britannica, dressed in luxurious and stately garb, looks away with her eyes
covered in shame.5 Full of symbolism and visual cues, the political caricature, with no
identifiable author, provides the viewer with a very clear articulation of the artist’s thoughts
about the current political ministry. The Americans are sympathized with, and the cause of the
Americans’ shame is not their own actions and defiance, but Lord North and his militant desires
to see through the implementation of the Coercive Acts. With two different points of view
expressed in the same publication, what does this say about the ways in which the British public
grappled with their identity as an empire on the verge of what could very well be deemed a
familial conflict? In the end, these two sources provide the reader with a clear answer: Britons
were experiencing a time of conflicting identities, and no sphere perhaps highlights this chaotic
clash of English norms than the realm of the printing industry, and in particular, the art of
caricature.

4

The able doctor, or, America swallowing the bitter draught (etching), in “The able doctor, or, America swallowing
the bitter draught,” Library of Congress, Library of Congress, accessed June 2, 2020,
https://www.loc.gov/pictures/item/97514782/.
5
Ibid.
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In this thesis, I will argue that British political cartoons were essential drivers of
discussion about colonial anxieties in an era of rapidly changing concepts surrounding gender
norms and race. They were visual forms that were easy to understand by the vast majority of the
public, meaning that they can tell the viewer a great deal about various components of the social
culture during the era. These norms were also powered by the expansion of the British Empire
and the loss of the American colonies, and the image of the masculine or female form served as a
visual through which these norms could be personalized. In the process, the British could
visualize their feelings about the changing empire through imagery that used gender norms and
racial stereotypes as a form of either praise or critique.
An Expanding Empire and Colonial Anxiety
What made up this system of rapidly changing iconography was in large part a fractured
British political system that was both rejoicing in the achievements and net gains of the Seven
Years War, as well as struggling to understand how to run the American colonies in a way that
would yield a positive outcome. Eliga H. Gould writes that, “The pursuit of empire held a
tremendous appeal for the metropolitan public throughout the eighteenth century.”6 The British
public could therefore pride itself on the massive expansion of the British Empire, as well as the
increase in power and influence that came with it. The Seven Years’ War in particular allowed
the average British man or woman, as well as those in Parliament, to conceptualize the American
colonies in particular as only the beginning of a “vast English-speaking empire founded on a
shared religious, patriotic, and cultural heritage.”7 With France and Spain conceding colonial

6

Eliga H. Gould, The Persistence of Empire: British Political Culture in the Age of the American Revolution (Chapel
Hill: Omohundro Institute of Early American History and Culture, Williamsburg, Virginia, by the University of North
Carolina Press, 2000), xvii-xviii.
7
Ibid., 66.
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holdings in North America to Great Britain at the end of the War, Britain was suddenly
overseeing an expansive North American colonial system, one that it would struggle to
politically control in large part due to a hands-off approach within the region.8 While a
burgeoning empire allowed the British public to imagine its growth as essential to its identity, the
Seven Years’ War—mainly due to the debts that the British crown accrued fighting it—would
force King George III and members of Parliament to interact with the colonies in a way that
would disrupt this idea of an expansive empire by the arrival of the American conflict.9 A
challenge of British colonial superiority by American colonists put into peril the gains made by
the British during the Seven Years’ War, and with that would come what I am going to call
colonial anxiety. When pursuing my research, it became abundantly clear that the acquisition of
colonial holdings, rather than inspire only pride, instead created a new form of anxiety centered
on whether the British public would be able to hold onto its colonies long term. This sort of
colonial unease inspired new ways of utilizing gender and racial norms to discuss the British
identity in caricature, but it all stems from the anxiety that came with attaining the American
colonies. Using colonial anxiety as a term allows us to better understand how British identity
formation, in all its components, was heavily powered by colonial concerns. Having used its
most recent history as a way to create a national identity centered on the dominance of its
overseas empire, the British public—in particular wealthy white men—was forced to recognize
its fragility, which would become increasingly apparent in the political cartoons produced during

8

Gould, The Persistence of Empire, 16; “Timeline of the American Revolution,” Museum of the American
Revolution: 2, PDF, accessed June 8, 2020,
https://www.amrevmuseum.org/sites/default/files/MAR_Teacher_Supplemental_Resources.pdf.
9
Gould, The Persistence of Empire, 71.
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the period, as well as how those cartoons used concepts of race and gender to discuss their
anxieties about the American colonial project.
Colonial anxiety is also a central component of understanding the ways in which those in
the metropole conceived of the Indigenous nations in North America, as well as how this mental
process of working the Indigenous nations into the framework of empire then challenged Britons
to then reflect on what the empire should look like both at home and abroad. Linda Colley writes
that British men and women “defined themselves in contrast to the colonial peoples they
conquered, peoples who were manifestly alien in terms of culture, religion and colour,” and that
the British “came to define themselves as a single people not because of any political or cultural
consensus at home, but rather in reaction to the Other beyond their shores.”10 With the expansion
exhibited by war efforts in North America, Britons were increasingly coming into contact with
Indigenous communities vastly different from themselves, and for many, this inspired a
reordering of the British identity centered on one’s understanding of those across the Atlantic.
While it can be said that this cannot always be pinpointed as the main cause of colonial anxiety
in the metropole—as there were certainly a variety of motivating factors—it is still important to
note that despite being separated by an ocean, British subjects in London were still very much
affected by the growth of their empire and the new communities that they were quickly coming
into contact with. This would create conditions in which colonial anxiety became a common
thread in media produced during the period.
A New Age of Political Printing

10

Linda Colley, Britons: Forging the Nation, 1707-1837 (New Haven: Yale University Press, 2005), 5-6.
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During the 1760s and 1770s, a newer form of political discussion began to become much
more normalized. The caricature, an artistic medium based upon iconography and imagery,
became a common mode of political conversation that led the multiple factions within the British
public to meet in print and form new modes of discussion. According to Amelia Rauser, “several
magazines were founded which regularly contained political prints” during this period, and such
prints were often based upon a commonly understood and recognized symbology that allowed
those from a variety of classes to view the imagery and immediately understand the connotations
it imparted.11 While this was the case, the audience of these caricatures was an expanding ground
of middle-class men, often called “coffeehouse politicians,” or men from what Rauser calls the
“middle-sort” economically and socially.12 These men, building their own section of the British
identity for themselves, made ideal patrons of the cartoons specifically because they were just
that: average men. Up until this point, while political satire existed, it was commonly deemed
inappropriate by the upper-class men and women who partook in caricature viewing.13 The
coffeehouse politician, therefore, signified a changing audience of political information, giving
middle-class men the chance to discuss British politics, and therefore British identity in some
cases, in a way they might not have had the freedom to do prior.
Though, one must note that even with the growing presence of the coffeehouse politician,
these caricatures were created and often consumed for one particular audience, an audience that
differs greatly from that of the everyday coffeehouse attendee. David Francis Taylor argues that
the caricatures were meant to be a communal experience centered on group engagement during

11

Amelia Rauser, “‘Death or Liberty: British Political Prints and the Struggle for Symbols in the American
Revolution’,” Oxford Art Journal 21 no.2 (1998): page 156, https://www.jstor.org/stable/1360619.
12
Ibid., 157.
13
Ibid., 156.
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the 18th century, with the homes of the gentry and aristocracy being the main places through
which print-viewing was engaged in.14 Unlike Rauser, Taylor points to the aristocracy as being
the key viewing audience of political satire in the 1700s, which forces one to unpack what this
might mean for understanding the caricatures as source material. If, like Taylor suggests,
caricature was not a “national pastime” and instead mainly fell within the purview of the
aristocracy, then we gain a better knowledge of why certain themes appear so often in the art
itself.15 With satire during the period criticizing figures like the macaroni, who “imperiled the
constellation of elite values” through their extravagant and norm-breaking fashions, we might
better understand these pieces as ones that strove to “reaffirm the cultural power” of their
aristocratic consumers.16 When one looks at the art produced by caricature artists, one is
interacting with a form that is not nearly as universal as one might originally be led to believe.
While we might never be able to say for certain just which audience caricatures were meant to be
produced for, since authors often chose to stay anonymous, it is important to keep in mind this
complicated history of caricature viewership.17 Caricatures may have been revolutionary ways of
communicating social values, but whether they are solidifying conservative, aristocratic social
norms, or whether they were appealing to a rising middle class, the knowledge packed within
their imagery is most certainly connected to these opposing audiences. The fracturing of
viewership inherent in Rauser and Taylor’s opposing arguments highlights the complex
challenge in trying to unfurl the meaning of the art itself.

14

David Francis Taylor, The Politics of Parody: A Literary History of Caricature, 1760-1830 (New Haven, Yale
University Press, 2018), 41.
15
Ibid. 25
16
Ibid. 54
17
Amelia Rauser, “‘Death or Liberty: British Political Prints and the Struggle for Symbols in the American
Revolution’,” Oxford Art Journal 21 no.2 (1998): page 156, https://www.jstor.org/stable/1360619.
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This sort of revolution in the way information was disseminated carried into who was
producing or publishing the art in question. While caricature was common during this period,
Rauser is quick to note that “professional printmakers” did not exist in a truly identifiable form
until the 1780s, near the tail end of the American war.18 Instead, the authorship of the images
was dealt with in a different way. Rather than share one’s name, the artist would often choose to
stay anonymous, which Rauser notes allowed for one’s words to be viewed as “truthful” while
also protecting them from any charges of libel that might come about as a result of their work.19
These anonymous individuals would often submit designs that would then be ordered for
engraving by the publisher in question.20 As a result of this reality, it can oftentimes be difficult
to attribute political caricatures to any one individual—though such a thing can indeed happen.
Those who study these works must instead rely on either the name of the publication the image
was published in, or must build together the social context and imagery used in the work in order
to get a deeper understanding as to what the author of the print might have believed. This in and
of itself can be challenging, but it also provides the viewer with a unique chance to connect the
social norms of the time with the iconographic systems the artists used to communicate meaning.
The Question of Gender
Gender, or the norms attached to masculine and feminine performance and identitybuilding, was a concept permeated throughout the caricatures of the day due to its ability to help
enforce systems of political power and control. This is why discussing it is important in
understanding that imagery. It was often the main way through which British men discussed their
identity anxieties with other men, as well as how they attempted to enforce a constantly changing

18

Ibid., 157.
Ibid., 156.
20
Ibid., 157.
19
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concept of femininity. Gender norms were not only used to say something about the British
identity at large, were also being debated in and of themselves throughout these varying
images.21 With such a major moment, men had to redesign their understanding of their own
masculinity, as well as the femininity women needed to correctly express in opposition to such
masculinity. This was in large part due to the fact that by the mid-eighteenth century, society was
beginning to understand gender difference as something scientifically-based, in which it was
“claimed that men's and women's social roles derived from fundamental anatomical
differences.”22 With this in mind, it is important that in the case of my own work, one must
constantly be aware of this evolving dialogue about gender norms, as gender was and has never
been a static concept.
Gender was also a social construct used to create definitions of power, and it was men in
particular who weaponized it within imagery to reinforce the gender meanings that gave them
this power. In this work, I will be relying heavily on contract theory, mainly using Carole
Pateman’s concept of the “sexual contract” in order to better understand how men understood
gendered differences and related them to their own ability to hold power over women.23 The
sexual contract is a useful framework for understanding gendered difference, especially in
relation to eighteenth century Britain. With gender having been established as a social concept
that was useful for aiding in the enforcement of power structures, one can understand the sexual
contract as an agreement made in which men benefited from exerting patriarchal control over
women and their bodies. Whether or not women actually benefitted from this contract, it was still

21

For discussions on gender constructed in the everyday, see Kathleen M. Brown, “Brave New Worlds: Women's
and Gender History,” William and Mary Quarterly 50 no. 2 (1993): 314, https://www.jstor.org/stable/2947077.
22
Ibid.
23
For more on the sexual contract, see Carole Pateman, The Sexual Contract, 30th Anniversary Edition (Stanford:
Stanford University Press, 2018), 6.
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a social understanding that built up the society that is pictured in the caricatures I study for this
research. If we view gendered differences as agreed upon social agreements that propagate the
patriarchy, we are better able to understand the criticisms of practiced femininity that strayed
from the agreed-upon contract, as well as the malignment of men who failed to be ideal
patriarchal leaders. The sexual contract is therefore necessary for any analysis on gender
differences in my caricature, and it will be one of the mean avenues through which I understand
said differences analytically.
The Creation of Race and Its Influence
Much like gender, race became another created identity marker that worked to enforce
difference and allowed for comparison against an “other.” Caricature artists depended on racial
depictions in their works because visuals surrounding race were attached to explicit meanings
commonly accepted by white viewers, making the using of racial stereotypes commonplace in
the images as a signature of a cultural shorthand easily recognizable to white men and women. It
was also, in many ways, a concept that was greatly evolving during this period, providing
another changing form of identity that could reaffirm white British citizenship. Race was
developed as a way of being able to categorize different groups of people, in large part because it
was useful for the aforementioned process of “othering.”24 This concept was linked with a
previous conceptualization of racial difference being explained by the belief that racial diversity

24

For more information on the construction of race, see Kathleen Wilson, The Island Race: Englishness, Empire and
Gender in the Eighteenth Century (Abingdon: Routledge, 2003), 93-94.
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was a result of climate.25 Location, therefore, was seen as the main expressor of what was only
beginning to be understood as racial difference.
However, race was also beginning to be connected to discussions about “civilization,”
which was a less static concept that relied on a four-stages theory of civilization developed by
Enlightenment thinkers such as Adam Smith.26” Creating various levels of civilization was a way
of defining the British imperial project, as well as separating the English explorer and colonist
from those they came into contact with and deemed less developed economically. This concept
of racial superiority also made it easier to justify the expansion of the empire, comparing
Britain’s “superior institutions” to the Indigenous communities they encountered in a way that
made destroying the communities they came across as morally just, rather than morally
reprehensible. In order for the British public to understand their empire as powerful and
expansive, an “other” in the form of the Indigenous communities across the Atlantic, needed to
be created in order to verbalize the empire’s superiority. While these concepts are troubling,
they highlight the rush to create another form of British identity that could bolster against the
colonial anxieties that expansion in North America—and the uncertainty it came with—created.
Part of this lies in understanding what powered these discussions of racial difference, and
a further utilization of contract theory through an understanding of the racial contract.27 Race is
therefore created through a complex set of negotiations between different individuals in order to
define both whiteness and nonwhiteness. White men and women’s ability to claim to be ideal

25

For more information on race and discussions of civilization, see Roxann Wheeler, The Complexion of Race:
Categories of Difference in Eighteenth-Century British Culture (Philadelphia: University of Pennsylvania Press,
2000), 88.
26
Ibid., 252 and 257.
27
For more information on the racial contract, see Charles W. Mills, The Racial Contract (Ithaca: Cornell University
Press, 1997), 10.
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citizens is therefore mapped against their race, which leads to the performance of whiteness
being a central component of whether or not they are serving the empire well. In the process, this
also implies that Indigenous communities exist outside of this contract, in large part due to their
non-white identities.28 Through framing discussion as one centered on the racial contract, one
can then better understand how British caricature artists depicted not only Indigenous
communities, but also the white figures alongside them. Viewing the ideals shaping the
caricatures as influenced by a racial contract is useful if one wants to better conceive of the
duties inherent in being white, and how that then influenced the perception and treatment of
Indigenous men and women.
Those in the metropole also used race as a social concept because it benefitted them
politically to do so.29 This can be seen in a 1773 issue of The Westminster Magazine recounting
the proceedings of the Thirteenth Parliament of King George III, writing that in relation to
discussions about Martinique, multiple politicians argued that those living there could not “be
made useful subjects.”30 Members of Parliament did not come into these discussions unaware of
race and its relationship to national identity. As can be seen in this piece, they actively connected
race to discussions of citizenship and usefulness, which means these norms were constantly
being used to influence concepts of empire and belonging. It can easily be argued that satire was
simply another avenue through which these same discussions—in this case being had in relation
to Indigenous nations—could be engaged in.

28

Ibid.
For more on race and political organization, see Dorothy E. Roberts, Fatal Invention: How Science, Politics, and
Big Business Re-Create Race in the Twenty-First Century (New York: New Press, 2011), 4.
30
“A Journal of the Proceedings of the Sixth Session of the Thirteenth Parliament of George III,” The Westminster
magazine, or, The Pantheon of taste. vol. 9 (1773): 390-391, accessed March 1, 2021,
https://hdl.handle.net/2027/nyp.33433081685699.
29
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The Formulation of a Changing Class Structure
Throughout this paper, class will feature—either prominently or subtlety—throughout the
caricature art in discussion. Eighteenth century Britons were used to a divided class system that
kept those in the middle class from engaging in pursuits along the aristocracy, and the changing
class structure of this period was a direct threat to old threads of power consolidation within the
landed gentry.31 Therefore, it is best to understand class during this period as not only a social
grouping system, but also something that had the power to threaten traditional nodes of power. I
will be looking at class throughout this paper as a social norm that acts in subtle ways to disrupt
the identities of wealthy, white landed men largely through its impact on cultural and capital
exchange. This threat was understood to be so pervasive that one could argue for the presence of
discussions on class in almost any of the caricatures I engage with throughout this piece.
Understanding class as a fluid system that failed to stay “fixed” in a way that appeased the
wealthy is essential to grasping this as one analyzes these pieces.
My Approach and Sources
In describing my approach, a brief focus on terminology is necessary. I will be using
empire, nation, and state throughout this text in order to define various ways in which individuals
mapped their identities onto and reflected on the process of national and international
expansions. When discussing the state, I am defining a conversation centered on the political
processes of the British government both at home and abroad. This can generally be separated
from my discussion of the nation, which is more so a term focused on the communities that make

31

For more on class in 18th century Briton, see Dorothy E. Roberts, Fatal Invention: How Science, Politics, and Big
Business Re-Create Race in the Twenty-First Century (New York: New Press, 2011), 4 and Elizabeth Hunt, “The
Grotesque Body of the Eighteenth-Century British Masquerade,” in Lewd and Notorious: Female Transgression in
the Eighteenth Century, ed. Katherine Kittredge (Ann Arbor: University of Michigan Press, 2003), 93.
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up Britain throughout the eighteenth century. While the political and local do interact, they do
have different purposes, and conflating these two terms would be more harmful to my analysis
than helpful. Lastly, empire will be used to discuss British concepts of identity related to the
expansion of the British Empire, as well in relation to colonial projects in North America. While
those in the metropole might have felt connections with those in North America, or at least
framed their identity in conversation with colonists and Indigenous communities, their
experience as one living in the metropole differs from the colonial experience in North America
and needs to be understood via framing as something uniquely different.
In working with the caricatures, I will be taking an approach that emphasizes the
oftentimes fluid nature of identity, belonging, and social norms, as well as the ever-changing
nature of identity formation and how it could produce colonial anxieties. To better understand
these shifting meanings behind British identity in relation to race and gender, I will be using a
variety of sources, from letters to conduct books as well as magazine and travel narratives.
Special attention will also be paid to secondary scholarship about a variety of topics in relation to
empire, race, gender, and identity before and throughout the War. Through a variety of such
works, I hope to connect social and cultural norms to common modes of iconography and
expression in the caricatures I seek to study.
The work I am pursuing also builds on a variety of secondary scholarship in relation to
British cartoons as well as British identity both before and during the American Revolution. My
research builds upon a variety of scholars. Researchers such as Amelia Rauser and her focus on
the political print and the British public’s search for symbols, as well as Kathleen Wilson and
Troy Bickham’s studies on personification and Native identity within the Empire respectively,
all bring to the table discussions about what it meant to be British and how that changed over

17

time.32 Even so, I believe my research can add to this topic of interest precisely because it works
to understand the connection between English identity, colonial concerns, and the ways in which
the British public weaponized the political print against the American colonists by using British
gender norms and racial stereotypes against them visually. In doing so, it weaves together a
variety of discussions that provide a new glimpse into how imagery impacts an empire’s identity,
as well as how its subjects portray themselves and others when colonial anxieties mount.
Before I can continue, it is important to note that while I have a plentiful number of
primary sources, these sources are biased toward white English men with political, social, or
cultural power. While I do have sources from some white English women, such as Sarah
Pennington, these works are often coming from wealthy, upper-class women, which limits my
ability to access the experiences of Indigenous women, as well as British women of middling or
lower classes. Such erasure could in large part be due to the desires of white men to create
historical narratives that are largely biased toward their own experiences at the expense of
Indigenous and white women. It could also be in part due to the importance attributed to some
archival works—often those of politically powerful British men—that receives emphasis over
the experiences of Indigenous and white women. Not to mention that the narratives of white
women have largely been emphasized over the stories of Indigenous women, creating a further
act of erasure placed upon Indigenous women in the historical canon. I have tried my hardest to
collect a variety of sources, but in places where perspectives are lacking, I believe there is much
to be said about how white British men’s anxiety played out not only in the caricatures I am
32

Amelia Rauser, “‘Death or Liberty: British Political Prints and the Struggle for Symbols in the American
Revolution’,” Oxford Art Journal 21 no.2 (1998): https://www.jstor.org/stable/1360619; Kathleen Wilson, The
Island Race: Englishness, Empire and Gender in the Eighteenth Century (Abingdon: Routledge, 2003); Troy Bickham,
Savages within the Empire: Representations of American Indians in Eighteenth-Century Britain (Oxford: Oxford
University Press, 2005), 2.
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studying, but also the histories they wrote about the events I am discussing long after they have
occurred.
Overall, it is clear that the American conflict spurred a great deal of colonial anxiety
surrounding what it meant to be British, and therefore what it meant to be a British man or a
British woman. The Revolution was not simply a case of us versus them, but instead entailed
multiple factions duking out what foremost concept of British citizenship and identity was going
to play out throughout and after the end of the American Revolution. The political cartoons
produced prior to and throughout the War speak not only to the events that occurred throughout,
but also the colonial anxieties that were surfacing as these events occurred, and what those
anxieties meant for the future of the British Empire.
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Chapter 1: The Pre-War Period
A Roadmap of the Times
As has been discussed, the cultural beginnings of this period exhibit the ways in which
eighteenth century Britain was experiencing an era of rapid change. With the end of the Seven
Years’ War and the expansion of colonial holding in North America, landed male Britons were
beginning to unpack what the changing state of the British Empire meant for them, their
identities as they were attached to said empire, and the ways in which the power they held in
association with that identity might possibly be changing.33 Caricature art during this period is
filled with the discussions these men were having about issues both in the metropole and in the
colonies, spanning from an enforcement of gender norms, the creation of race, and the
impending threat of a rising middle class. All three themes are tied together with an
understanding that the strength of the British Empire as a whole was uniquely dependent on all
three norms being consistently enforced to in response to figures like the macaroni—men who
partook in Italian and French fashions—who threatened conservative understandings of the
norms themselves.34 In this way, the caricatures are not only the homes of these discussions, but
provide us as researchers with a clearer conception of what these different themes say about
eighteenth century British social culture during this era both in reference to Britain itself, as well
as in relation to Indigenous and Anglo-American communities in the colonies. From a fear of an
altering change in what it meant to be masculine, to the indigenous form and how it represented a
divergence from Britishness, to the materialism of the middle classes and how it infringed upon
the identities of the landed classes, the average caricature artist on the ground was defining it all
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Gould, The Persistence of Empire, 71.
Amelia Rauser, “Hair, Authenticity, and the Self-Made Macaroni,” Eighteenth-Century Studies 38 no.1 (2004):
103, https://www.jstor.org/stable/30053630.
34
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on both smaller and larger scales. Being able to understand these small-scale examples will be
important in understanding how those in the metropole conceived of their singular roles within
the larger span of the empire.
The Fraught Foundations of Femininity
Fashion was one of the main points through which caricature artists could attempt to
assert control over what it meant to be the ideal British woman. Caricatures featuring women
were often related to the physical representations of womanhood that dress and wigs could
create. Perhaps this is no more apparent than in Matthew Darly’s “Oh Heigh Oh—Or A View of
The Back Settlements.”

Matthew Darly, Oh heigh oh--Or a view of the back settlements (engraving), in “Oh heigh oh--Or a view of the back
settlements,” Library of Congress, Library of Congress, accessed July 18, 2020,
https://www.loc.gov/resource/cph.3c15004/.
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Another work created by Matthew Darly, we see his same focus on fashion and wigs, but
this time, the attention is on femininity’s relation to dress. The woman within the portrait is
turned away from the viewer, which places an emphasis on the ornate wig upon her head.35 She
wears an extravagant headpiece, complete with feathers, and her wig is done up in a complex
style that suggests much time and care was put into its design.36 Lastly, the title of the caricature
itself is important. Darly compares the woman’s wig to “settlements,” which composes for the
viewer a relation between the grandness of the hair and military imagery.37 It is very clear that
the wig is meant to be viewed as exaggerated, much like the wig within the “Martial Macaroni”
piece, and therefore we can make connections behind the intentions Matthew Darly had when
creating “Oh Heigh Oh” as well as his macaroni prints.
The most notable feature of “Oh Heigh Oh” is the ornately done-up wig upon the young
woman’s head, and it is this that becomes the biggest space for critique from Darly. This is in
large part because a woman wearing a large wig appeared as if she was transgressing gender
norms. While a woman might enjoy wearing such a wig, Rauser notes that women who wore
large wigs “were often made fun of,” mostly because to wear such a wig was to mimic the
“public-facing wigs of men.”38 Wearing a wig like the woman above gives a male viewer the
impression that she is mimicking the style that men wore while out and about when interacting
with public society. This ran counter to the “domestic woman,” who stood as the ideal British
woman’s expression of femininity by being a “good wife, affectionate mother, and a meticulous
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housewife, and only secondly a sociable subject.”39 The average English woman was not
expected to be a public-facing figure. By creating the imagery of a woman wearing such a large
wig, Matthew Darly is in part critiquing the act of women stepping over gender boundaries and
claiming masculine modes of expression through large wigs. This was threatening because in
order for English masculinity to be affirmed, British men needed a stable version of English
femininity to compare itself to. By transgressing gender norms, women were making it harder for
men to assure themselves of their own masculine identities, which provoked gender anxiety
throughout a variety of caricatures.
It was this transgression that could end up being the biggest concern for English men.
Such men, as well as women, worked in a variety of ways to instill the idea that women were
hyper-focused on over-spending their money on expensive clothing. One such case is visible in
John Gregory’s A Father’s Legacy to His Daughters, in which he states that “dress is an
important article in female life,” and that “the love of dress is natural” to young women.40 Lady
Sarah Pennington, when writing Unfortunate Mother’s Advice to Her Daughters, adds that her
daughters should “not be extravagant” in their dress, nor should they let it take up too much of
their time.41 Both Pennington and Gregory make the assumption that their daughters will
naturally be drawn to dress and fashion, and not only drawn to it, but overly obsessed with
clothing and their own presentation. Even Philip Stanhope, when writing to his son, notes that
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women “have two passions, vanity and love.”42 It was accepted that women were vain and
susceptible to weakness when it came to beauty and fashion, and it was common for conduct
books such as these to stress the importance of a simple appearance and an avoidance of extreme
vanity. This in and of itself was very much an expression of identity anxiety that was inherent in
the patriarchal society of eighteenth-century England. In writing about the representation of
women as eager to spend their wealth on clothing, Soile Ylivuori writes that such actions were
viewed as “both wasteful and morally-detrimental.”43 However, why were such actions deemed
to be so morally-detrimental that they could accrue enough judgement from the likes of
caricature artists such as Matthew Darly?
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The answer lies in William Humphrey’s “Beauty’s Lot.” Created in 1760, the image has
striking thematic similarities to Darly’s “Oh Heigh Oh.” Once again, a large and ostentatious wig
is present, completed with a variety of curls and multiple plumes and feathers.44 Even so, the
most striking part of this image is perhaps its darkest feature. Wearing the wig is not a beautiful
young woman, but instead a skeleton, and beneath the skeleton, Humphrey writes the following
words: “I once was Fair, Young, Frisky, Gay, could please with songs and Dance the Hay. Dear
Bells, reflect Ye Mortals see, as I am now so you will be.”45 Rather than being an image of
beauty and youth, Humphrey goes a step further and uses the imagery of death as a way of
discussing the futility of extravagance for young women. While little could be found about
William Humphrey’s background, one does understand, both from analysis of this image as well
as its connection to “Oh Heigh Oh,” that Humphrey, much like Matthew Darly, was also using
iconographic-filled imagery to decry white English woman’s divergence from traditional
feminine norms.
The image, in its entirety, appears to be partially an attempt to direct young women away
from what Humphrey might have viewed as the frivolities of dress, but he does so by using an
extreme—imagery of death—to do so. This is in part because for English men such as Humphrey
there was a major reason for them to have a vested interest in doing so: women were seen as
moral guardians for the qualities that men lacked. Philip Stanhope imparts this knowledge to his
son in a 1748 letter:
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As you have been introduced to the Duchess of Courland, pray go there as often as ever
your more necessary occupations will allow you. I am told she is extremely well bred,
and has parts. Now, though I would not recommend to you, to go into women’s company
in search of solid knowledge, or judgment, yet it has its use in other respects; for it
certainly polishes the manners, and gives ‘une certaine tournure’, which is very necessary
in the course of the world; and which Englishmen have generally less of than any people
in the world.46
Stanhope, while quick to note that women are not capable of the sorts of knowledge he
associates with manhood, does connect English femininity to something that he later discusses in
multiple letters he exchanges with his son throughout the years: politeness and moral
improvement.47 He later calls such “fashionable women” “the female sovereigns of the ‘beau
monde,’” thereby further bolstering his view that women stand as bearers of polite society and
the main avenues through which men could enhance the personal qualities they lacked due to
their masculine identities.
A similar belief is echoed in the words of the anonymous author of “An Essay on the
Great and Extensive Influence of the Fair Sex,” published within The Lady’s Magazine in 1771:
Those who are most conversant with women of virtue and understanding, will be always
found the most amiable characters, other circumstances being supposed alike. Such
society, beyond everything else, rubs off the corners that give many of our sex an
ungracious roughness. It produces a polish more perfect, and more pleading that that
which is received from a general commerce with the world...I do not mean that the men I
speak of will become feminine: but their sentiments and deportment will contract a
grace…48
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The male author of this piece once again centers his text on the same argument as
Stanhope’s as well as to an extent, Humphrey’s: women were expected to give men who lacked
politeness and good manners the shine they needed to be able to exhibit their complete masculine
identities as English men. English men were expected to go to women for moral refinement, and
so women choosing to engage in activities or interests that threatened such enrichment were
threats to British manhood at large. The skeletal female figure in Humphrey’s work therefore
reflects not only the end of the woman in question, but tangentially reflects the death of British
manhood through the absence of a female figure required to foil it, improve it, and hold it up.
According to Soile Ylivuori, an Englishwoman’s “bent for politeness” very well became “a
marker of civility” that was a necessary component of British identity formation.49 Simply put,
women were absolutely essential in defining Englishness precisely because men connected their
femininity with politeness, which these men viewed as only attainable through the women they
knew. With the death of traditional English womanhood came the possible death of traditional
English manhood, and Humphrey made this dialogue clear in his 1760 piece.
This fear of the death of English womanhood is perhaps no more apparent than in the
discussions of what Katherine Kittredge calls the “lewd woman,” a figure that looms large in
caricature art throughout the eighteenth century.50 One piece in particular, titled “The merry
accident,” blatantly visualizes not only an example of the average lewd woman, but also the
threat she poses to men just be her mere existence.
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The merry accident, or a print in the morning a chair, a chair, for the lady (etching), in “The merry accident, or a
print in the morning a chair, a chair, for the lady,” Library of Congress, Library of Congress, accessed March 26.
2021, https://www.loc.gov/item/2002719526/.

In this work, we see a young woman who has fallen from her horse in a public setting,
surrounded by a variety of men who are rushing to witness the spectacle.51 The woman’s breasts
and legs are exposed, and she is depicted as casually lounging with no immediate rush to end her
exposed state.52 While the text is difficult to read, we can see a variety of interesting models of
manhood, with one man using a looking glass to get a better view of the women, while another
attempts to leap over the fence on his horse in order to better view the woman in his sight.53 Even
the title of the image, which implies that the woman is not accidentally exposed by choosing to
use the ground as a “chair” highlights the artist’s condemnation of the woman he draws.54 The

51

The merry accident, or a print in the morning a chair, a chair, for the lady (etching), in “The merry accident, or a
print in the morning a chair, a chair, for the lady,” Library of Congress, Library of Congress, accessed March 26.
2021, https://www.loc.gov/item/2002719526/.
52
Ibid.
53
Ibid.
54
Ibid.

28

author is largely unknown, but through his work, he is making multiple statements that highlight
the ways in which he actively buys into the concept of the lewd woman. The image depicts the
woman in question as physically and morally loose, and in the process, also shows that her
comfortable exposure brings about the indecent behavior of the men who had been around her at
the time of her fall. In the process, it is clear that the author is placing the blame for the ill
behavior of all involved in this imagery on the shoulders of the woman. It does not appear as if
the inappropriate behavior of the men drawn here is of their own fault, but rather something
naturally brought on by an exposed woman. Manhood is wrapped up in the concept of needing to
be reinforced by proper womanhood by a display of improper womanhood.
The woman in this image is depicted as improper because, according to Kittredge, the
identity of a lewd woman was connected to the concept of one who is “lascivious” and
“unchaste,” with the idea that any woman who was identified as lewd was creating a persona of
“social rebellion” that existed “outside of the dominate power base.”55 A woman who was
sexually available, especially in public as depicted above, was one who was acting in opposition
to the expectations of womanhood during this period. The importance of regulating sexual desire
was a key component of ideal womanhood, and once one no longer regulated it, it highlighted a
lack of control that was in contention with what was expected of British women.56 In writing to
his daughters, John Gregory notes that:
“Your superior delicacy, your modesty, and the usual severity of your education preserve
you, in a great measure, from any temptation to those vices to which we are most
subjected. The natural softness and sensibility of your dispositions particularly fit you for
the practice of those duties where the heart is chiefly concerned. And this, along with the
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natural warmth of your imagination, renders you peculiarly susceptible of the feelings of
devotion.”57
In this piece, Gregory is naturally ascribing certain characteristics to womanhood, such as
modesty, that are supposed to keep young women from falling to vices. Gregory is therefore
outlining the ideal womanhood that the woman in “The merry accident” fails to uphold. The
woman is not modest and instead sexually available, and because of this, she is open to further
temptations sexually as a result.58 By failing to practice the correct version of British
womanhood, women are depicted as opening themselves up to a life of immoral behavior. The
image is therefore, in many ways, also serving as a warning to the average female viewer.
The woman is not only a warning to the female viewer but serves to remind men of the
role that women are supposed to play in enforcing proper manhood. Since she invites men to
surround her through her promiscuous behavior, she is not regulating the proper sensibilities of
the men themselves. In a letter to his son in 1749, Philip Stanhope pleads for his son to spend
time around “fashionable women,” adding that doing so will “smooth his manners.”59 Stanhope
makes a connection between womanhood and the enforcement of proper masculinity, and in the
process places the burden of correcting his son’s ill behaviors onto the women he surrounds
himself with. A similar message, though trending in the opposite direction, is imparted in the
caricature in question. Since the men are around a woman of sexual openness, they do not have a
morally right center on which to base their practice of masculinity around. With that being the
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case, they then divulge into improper behavior as they peak beneath her skirt and rush to peer at
her exposed breasts. The woman is acting in opposite to the fashionable women Lord Stanhope
describes, and that is threatening not only to British womanhood, but to British manhood as well.
While the lewd woman was one spectrum through which British men could critique
women, the concept of the old maid, as depicted in the caricature below, served as another
avenue in which men could assert control over femininity.

The old maid (etching), in “The old maid,” Library of Congress, Library of Congress, accessed March 26, 2021,
https://www.loc.gov/item/89712397/.

In this image, an older woman is depicted sipping on a drink alone, peering out a
window.60 Beside her on the table sits a cat, who is drinking from a saucer as the woman sits.
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This scene is notable largely due to its barrenness, which one could easily argue is meant to
represent her barren nature as a woman. The space is empty outside of the two living figures, the
table, and the window. Not only that, but the woman is portrayed in a way that communicates her
older age, with facial features less like the women shown in prior caricatures. While the writing
below is illegible, we can understand in many ways that the artist is critiquing this woman, even
if we are unaware of just who that artist might be. She is isolated from family, with very few
objects to call her own. As she sips on her drink, she gazes out the window, situating her
eyesight outside of the home. The presence of the cat is also intriguing, since it is the only other
living creature shown to live around her. One gets the sense that this too is an indictment, even if
it might not seem it at first glance. The fact that she is only sharing a drink at the table with a
feline, rather than family, implies that she lives a lonely, single life. It is quite interesting as well,
as the image stands in stark contrast to the “merry accident” in its condemnation of a differing
kind of womanhood.
Through viewing “the old maid,” we can hope to understand just why living the life of an
old maid was often critiqued by men. Cindy McCreery writes that constant war, the growth of
London’s population, and conflict with France “all made social stability and the sanctity of the
family seem fundamentally important for national survival.”61 Family became the primary way
through which the survival and growth of the British identity both nationally and internationally
could hope to be sustained. This leads into the overall importance of family, a theme that begins
to leak into caricature art during the 1770s.62 McCreery also writes that these women were often
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depicted as “emaciated” with a love for pets, such as cats.63 The frail state of the female form is
coded as an artistic representation of the “physical barrenness” of the woman drawn.64 Thin and
sick-looking, the woman in “The old maid” has a body that in many ways follows this concept,
which could point to the ways in which the artist believes the life of a single woman without
children to be one without personal fulfillment. Since the woman’s inattention to domestic life is
seen as threatening to the health of the nation and empire, men step in to critique her, in many
ways further dictating what feminine norms should look like.
With both the lewd woman and the old maid serving as opposite poles through which
men can enforce what proper womanhood should look like, one might ask themselves just why
men benefited from this. Kittredge discusses in her work that the patriarchy invested itself in
unclear definitions of transgressive behavior.65 The patriarchy, since it exerted control of proper
depictions of womanhood, benefited from unclear definitions of just what womanhood should be
because they could then work to police women’s actions in public and private, allowing them
further opportunities to control women and exert power. This can be seen in a text titled Look
e’re you Leap: or a History of Lewd Women in Three Chapters, in which the unknown author
writes that:
“I answer, 1. That good women are very scarce, I grant, and that’s sufficient to justify
what I have written in the first part of this book. But, 2. I am far from being of the mind
of the objector; for there are several good women that come up to every particular of this
character: And though I could name many, yet duty and good manners bid me first of all
to instance in the paragon of the world, the glory of the female sex, and wonder of
women kind the must illustrious Queen Anne; whose exemplary piety towards God, and
conjugal Affection to the Prince her husband, and care for all her people of all ranks and
conditions, of all professions and Denominations, and her pity and compassion to the
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afflicted in general, shine forth to the whole world with so resplendent a luster, that of her
it may be said in a most superlative degree, that though many daughters have done
virtuously, yet she does excel them all.”66

Published in 1762, this work quite literally attempts to define what proper womanhood should be
from the obvious viewpoint of the male gaze. The author notes that “good women” are rather
rare, and that no woman could ever succeed in exhibiting the stunning moral qualities of Queen
Anne.67 In the process, he is creating an impossible standard of womanhood that is immediately
unreachable all but for the one named subject. If one considers this emphasis on the
unattainability of ideal womanhood, then one quickly realizes that this means men, from the
view of this author, have a constant right to critique women who are either too lewd or too
chaste. The women in “The merry accident” and “The old maid” are both necessary because they
provide a framework through which this author—and other men like him—can continue this
patriarchal right to critiquing the feminine. Therefore, these stereotypes exist on purpose, aiding
men in their ability to continue to exert the terms of Pateman’s proposed sexual contract.68 If
women must have their identities policed in order to ensure they are abiding by the contract in
question, the stereotypes are useful tools for furthering said policing.
Contested Masculinity

66

Look e're you leap: or, A history of lewd women: in three chapters; viz. Chap. I. Of women in general, shewing the
cause of their original defection; and the wretched estate in which all mankind has been plunged by their means:
exemplified in the history of Adam and Eve. Chap. II. The character of women as well out of the sacred writings, as
of other authentic and approved historians. Chap. III. Woman considered in the threefold capacity of maid, wife and
widow. --With directions how to choose a good wife. To which is added, the character and excellency of a virtuous
woman (Boston: Zachariah Fowle and Samuel Draper, 1762), 93, https://infoweb-newsbankcom.spectacled.ursinus.edu/iwsearch/we/Evans/?p_product=EAIX&p_theme=eai&p_nbid=V69W5CLRMTYwMzUwMTkwOC43NDc2ODE6MToxMj
oxOTguMTcuNDAuNTg&p_action=doc&p_queryname=1&p_docref=v2:0F2B1FCB879B099B@EAIX0F2FD32A001D6B40@9162-@1&f_mode=citation.
67
Ibid.
68
Pateman, The Sexual Contract, 6.

34

With the pre-war period, as previously mentioned, being one of both celebrated
expansion but also marked uncertainty about the state of the empire, gender expression became
of the most supervised ways in which British print and the public could discuss what was
supposed to fit within the norm of masculinity, as well as what was not. Perhaps one of the most
apparent figures in this discussion was the macaroni. According to a commentator in The
Macaroni and Theatrical Magazine in 1774, men who were viewed as macaroni were deemed to
“have exceeded the ordinary bounds of fashion” and the phrase became a common way of
critiquing those of all ranks who stepped out of the “ordinary bounds of fashion” and therefore
fell into “absurdity.”69 Simply put, macaroni men were reprehensible to those who followed
traditional British masculinity norms precisely because they departed from what was deemed
acceptable by the standards of the day. Dressing to an extreme and drawing attention to yourself,
dependent on the class in which you were in, was a blatant way in which an English man could
step outside what he was traditionally expected to look like.
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Matthew Darly, The Martial Macaroni (etching), in “The Martial Macaroni,” MET Museum, The Metropolitan
Museum of Art, accessed July 18, 2020, https://www.metmuseum.org/art/collection/search/395533.

Perhaps nothing more blatantly highlights the traditional macaroni “look” than this
caricature, titled “The Martial Macaroni,” created by Matthew Darly in 1771.70 The image itself
depicts a finely dressed gentleman with a martial air and an ornate coat. In his hand is a large
cane, and in the other, a sword. The man’s stature and dress reflects the title, highlighting the
desire of the individual being drawn to mirror the military look. What perhaps is the gentleman’s
most distinguishing feature, his head is adorned with a large wig that includes a pointed tail—
exaggerated to an almost comical degree.71 Wearing such an extravagant look, he is in line with
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what The Macaroni and Theatrical Magazine called “absurdity.”72 With this being the case, why
caricature this man as shown?
One of the answers simply lies with the background of the caricature artist himself.
According to the MET, this caricature is one of twenty-four similar ones printed by Matthew
Darly in 1771, and it was such an influential concept that both Darly and his wife—Mary
Darly—are credited with the genre’s existence.73 With such popularity attached to the creation of
these caricatures, one can begin to wonder what inspired their creation and ensuing popularity.
The Darlys obviously had a wide audience, as apparent in the fact that they became so well
known for the prints that their printshop became a mainstay of caricature consumption in
London.74 The answer lies in what Dohr Wohrman calls “gender panic,” or in other words, the
sudden shift in “understandings of gender” during the eighteenth century.75 Part of this anxiety
surrounding changing gender norms was the acknowledgment by many that those men who were
deemed “macaronis” could actually highlight the restrictions of the current expectations of
masculinity, as well as how “seductive” it could be over the “prevailing norms of masculinity
and femininity.”76 This is apparent in a letter that Philip Stanhope writes to his son in 1746:
Dress is of the same nature; you must dress; therefore attend to it; not in order to rival or
to excel a fop in it, but in order to avoid singularity, and consequently ridicule. Take great
care always to be dressed like the reasonable people of your own age, in the place where
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you are; whose dress is never spoken of one way or another, as either too negligent or too
much studied.77
Here, we see multiple points made by Philip Stanhope that speak to the main ideas
touched on so far. First, he directs his son to avoid dressing like a “fop,” which when combined
with his cautioning his son to dress to avoid ridicule, highlights a desire he has for his son to
avoid dressing too extravagantly.78 According to Rausser, British character was in large part
identifiable because it avoided extremes.79 Stanhope might in large be cautioning against excess
because English masculinity appears to have been associated with moderation and awareness of
one’s class status and company. The last portion of his quote, in which Stanhope notes that he
hopes his son will not dress too extravagantly nor “too negligent” is also key.80 What made
British masculinity difficult to traverse was this reliance on being surely centered. As noted by
Wohrman, anxiety about changing gender norms was reliant in part on the fear of the “seductive
alternatives” of extremes of gender expression.81 Therefore, when we look at the “Martial
Macaroni,” it becomes clear that Matthew Darly is not only making a humorous caricature, but
he is directly conversing with the commonly accepted norms of masculinity by highlighting one
way it which they can be deviated from—the macaroni in particular. Darly, by taking on the
image of the macaroni and ridiculing it, works to reinforce traditional modes of masculine
expression while ridiculing one that deviates too heavily from them.
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Matthew Darly was not the only publisher of prints during the period who had something
to say about the current divergences from the accepted masculine norm. Publishers Robert Sayer
and John Bennet also worked to highlight their distaste for the Macaroni in their 1774 print titled
“What is this my son Tom?”

What is this my son Tom (mezzotint), in “What is this my son Tom,” Library of Congress, Library of Congress,
accessed June 2, 2020, https://www.loc.gov/item/95513751/.

“What is this my son Tom” is in large part intriguing because it not only
highlights the lengths through which artists were willing to satirize macaroni men, but it also
shows blatantly just why the artists in question ridiculed them: extravagancy in relation to their
class status. While I was able to find little information on the beliefs held by Sayer and Bennet,
their work speaks to the same themes expressed in the “Marshall Macaroni,” but perhaps goes a
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step further in exaggerating the dress of the man in question to an extreme. In the above image,
we see Tom dressed in an assortment of finery, with the same cane and sword as we have seen
associated with the macaroni before.82 Not only that, but he wears a wig that is large and
grandiose in an almost unbelievably extreme way, and he is contrasted by his father, who stares
at his son in disbelief while lifting a tricorn hat onto the top of Tom’s wig with a stick.83
Described as an “honest farmer,” Tom’s father also stands as a contrast to Tom, acting to show
the reader the ideal form of dress expected of an “honest” man, or rather, the ideal dress of a man
who is performing British masculinity as he should.84 It is also clear from the contrast between
Tom and his father’s dress that Tom is meant to be displayed as a figure worthy of being mocked
for his outlandish dress. His father, on the other hand, acts as a stand-in for the viewer through
his mockery of his son’s appearance. Much like the father, we are expected to look at Tom and
view his outfit as comical, ridiculous, and ill-suited to the environment around him.
Hair was an important component of a man’s appearance, which explains this ridicule.
Peter Gilchrist writes in his A Treatise on the Hair in 1752 that, “To metamorphose the body, it
was proper to begin with the head.”85 Hair therefore became one of the primary ways in which a
man could alter how the surrounding society viewed him; however, the way a man wore or
styled his hair was important, and there were certain expectations for men that needed to be
followed. For starters, Brenna Buchanan states that it was expected that men would wear wigs,
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which were “inherently unnatural.”86 Even so, in the above image, Tom takes this expectation to
an extreme, which went against the expectations of how men were to wear their hair in public in
relation to those around them. In particular, he violates class norms by dressing much more
extravagantly than his father, which makes his appearance look excessive to the viewer. This
works in tangent with another letter sent by Philip Stanhope to his son in 1748, in which he
writes that an ideal man will dress “in the same manner, as the people of sense and fashion of the
place where he is,” and that a man who “dresses better” than those around him “is a fop.”87 Once
again, Stanhope stresses the importance of dress. The frequency with which he warns his son of
dressing like a fop points to a desire to avoid overly-intricate dress when appearing in public, but
mainly in relation to those his son was conversing with. Practicing the correct expression of
British masculinity did not just require knowledge of the “right” way to become masculine, but it
also hinged on understanding one’s place in the class apparatus of a rapidly changing economic
reality for the British Empire. With the appearance of a burgeoning middle class, fashion
consumption—especially with wigs and fine dress—could pose a threat to traditional modes of
upper-class masculinity.88 By policing the appearances of men and his son, as the publishers of
“What is this my son Tom?” and Philip Stanhope do respectively, both are trying to ridicule new
ways of masculine expression that deviate from traditional gender and class norms.
The importance of wearing the correct clothing—such as the wig—was in large part
because, according to Rousser, public life during this period was theatrical in nature, and
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therefore a man’s wig “made absolutely clear the artificiality of a man’s public persona, as part
of the costume men put on to assume their proper identity.”89 Wigs were necessary features of
daily life precisely because of their blatant way of signaling the performative nature of a man’s
masculine identity. In this way, one could consider a man donning a wig as an acknowledgement
of the requirement to be properly British in appearance. Tom, while wearing his wig, does so
grandiosely that he not only meets this expectation, but takes it too far. He becomes in some
ways, associated with a trait that many attributed to women, which was that women were thought
to have a “natural affinity” for dress that bordered on being uncontrollable.90 Tom therefore
surpasses the requirements of manhood and does what is deemed by those in British society to be
something feminine. His performance, because of this, becomes something worthy of mockery.
Since clothing was an essential way of constructing gender norms in eighteenth century Britain,
and therefore “integral” to one’s identity, Tom going overboard in his dress is portrayed as
something extreme and no longer masculine, but feminine in nature.91 The viewer walks away
from the caricature understanding that Robert Sayer and John Bennet take issue with the
transgressions against tradition that Tom’s macaroni attire symbolizes, and they create a
community of likeminded individuals who agree with this view by circulating this image
throughout the public. In this way, the caricature reflects a very real form of British identity
enforcement. Men like Tom threatened a stable British Empire, and attacking them through print
was one way of ensuring the stability of the dominant British culture; however, this need to
enforce proper manhood also reflects a rapidly changing world in which concepts of the self
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were quickly changing. This would create the blueprint for political cartoons during the
American War.
Macaroni men were not the only men who threatened British manhood by their exhibition
of improper British manhood. Cuckholds also quickly came to feature in British caricatures as
metaphors for men who failed to uphold their duty as British subjects, and this is especially
visible in the 1752 caricature titled “A poor man loaded with mischief.”92

A poor man loaded with mischief, or matrimon[y] / drawn by Experience ; engrav'd by Sorrow. (mezzotint), in “A
poor man loaded with mischief, or matrimon[y] / drawn by Experience ; engrav'd by Sorrow.,” Library of Congress,
Library of Congress, accessed March 26, 2021, https://www.loc.gov/resource/cph.3b07346/.
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Above, a man is seen chained to a woman depicted to be his wife, whose breasts as
exposed as she drinks what is most likely alcohol from a cup.93 A monkey sits upon her lap as he
removes the man’s wig, and in the background, one can see what is most likely a brothel with
horns placed above its door while a sign reads “the Christian Mans Arms or the Cuckholds
Fortune.”94 The verse is illegible, and we once again do not know the name of the author, but we
can pick out many things from the image alone. For one, the woman follows the “lewd women”
stereotype rather well, while the man is dejected and emasculated due to the public humiliation
he faces at the actions of his wife, as well as due to his public acceptance of her poor actions.
The title of the piece itself steps away from the British emphasis on the domestic, equating
marriage to an imprisoning experience as seen in the visual image of the chain around the man
himself.95 The existence of a brothel, as well as its association with cuckoldry, is also intriguing,
as one could make the claim that the author is connecting marriage to the threat of cuckoldry and
the following humiliation that comes with it.
This fear of cuckoldry has a historical basis. Cuckholdry could essentially be seen as the
wife asserting dominance over the patriarchal over her husband, with Eran Zelnik writing that
the cuckhold was often depicted as “fooled by women,” “unmanned by ill fortune,” and
“unworthy of a genteel status.”96 The cuckold failed to practice his manhood because he was not
able to practice the patriarchal power inherently tied to British manhood. This is largely because
cuckoldry existed as “a form of competition between men in a patriarchal culture” that served as
a threat to a man’s status because, according to Stephen Cohen, “to be cuckolded by another
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man was to be emasculated or effeminized.”97 Not only then was the man in “A poor man loaded
with mischief” failing to police the femininity of his wife, but he is then also effectively
femininized by another man who is able to assert control over said femininity. With the presence
of horns in the caricature, which are a product of Shakespearean comedies that often gave
cuckolded men horns as punishment, it is very blatant that the husband has met both competing
concerns.98
Another set of caricatures appearing to be in a series also depict this concern about the
threat of cuckoldry. Titled “High life in the morning,” “High life at noon,” and “High life at
midnight,” these three works all depict varying levels of sexual misbehavior, as well as the
specter of the cuckold himself.99
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High life at midnight (engraving and etching), in “High life at midnight,” Library of Congress, Library of Congress,
accessed March 26, 2021, https://www.loc.gov/item/2002719533/.

Published in 1769, “High life at midnight” is perhaps the most notable of the three works,
largely because of its blatant connection to class struggles inherent in the imagery.100 In the print,
upper class men and women are returning home from an event when they are ambushed by a
group of poorer men hoping to steal from them.101 While various men on both sides are actively
committing acts of violence upon one another, we see a woman who is climbing out of a window
into her lover’s arms while her husband—distracted by the scene of violence on the street, dumps
a full chamber pot upon her head.102 While the artist is unknown, they leave us with a variety of
themes to pull from this image. For one, the husband’s distraction due to the class struggle on the
street connects his cuckolded state—even if his financial status is not apparent—to the violence
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inflicted by the lower-class robbers on the street. Not only that, but the dumping of human waste
onto the head of the wife as she is about to engage in the act of infidelity is a clear indictment of
her behavior, which once again highlights a condemnation of the behavior of a lewd woman, as
well as her indirect connection to the street violence as well.
Of course, as mentioned, one of the most blatant connections being made in this
caricature is the violent nature of the low-class robbers and the ineptitude of the husband.
Cuckoldry, as discussed by Zelnik, has a long and storied link to the “manly shortcomings of the
day—financial incompetence and failure.”103 The cuckold is inherently type casted as a man
whose inability to control his wife is also an inability to control his finances. In “High life at
midnight,” the husband is unable to keep his wife in line, and in the same breath, his is transfixed
by the portrayed violent incompetence of the street robbers. The wife is also situated within the
conversation of the street robbers, represented as a mistress quite literally covered in filth, which
further perpetuates the concept of marriage as an inherently difficult arrangement for the
cuckolded husband. In a piece from the 1752 publication of The Gentleman’s Magazine, the
author writes of his “loathsome bondage to a whore,” which does provide some context to better
understand if such a connection was a common strand of thought in British society.104 While
domesticity was commonly practiced and expected, for men like the author of article, as well as
the artist of this caricature, marriage was a risky proposition in which one’s masculinity was not
solidified, but under threat due to the possible infidelity that comes with it. With this being the
case, we are confronted with one of the ways in which men actively pushed back against the
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common expectations of British manhood, or at least articulated their concerns. Domesticity
becomes something that not only constrains women in the eyes of these men, but also constrains
the men involved, even if their reasoning for believing so is somewhat inherently flawed.
The Metropole’s Connection to Indigenous Nations and the Importance of Race
Race was also often utilized in caricature to have wider discussions about the empire.
While race is often put into conversation with gender after the start of the American Conflict, in
the pre-war years, the British public was still having conversations about it, largely in relation to
their newfound awareness of the British Empire’s expansion and the increased contact with
Indigenous nations that came with that expansion. One of the most blatant forms of this
acknowledgment takes place in the 1762 broadside titled “A New humorous song, on the
Cherokee chiefs Inscribed to the ladies of Great Britain.”105
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H. Howard, A New humorous song, on the Cherokee chiefs Inscribed to the ladies of Great Britain: To the tune of,
Caesar and Pompey were both of the horned (engraving), in “A New humorous song, on the Cherokee chiefs
Inscribed to the ladies of Great Britain: To the tune of, Caesar and Pompey were both of the horned,” Library of
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The engraving itself is a rather complicated piece depicting three Cherokee chiefs named
“The Stalking Turkey,” “The Pouting Pidgeon,” and “The Man Killer,” all of which are names
that blatantly pull on British stereotypes about Indigenous men.106 H. Howard, who is credited
for the work, includes a poem in verse beneath this caricature, with one verse reading:
“The ladies, dear creatures, so squeamish and dainty,
Surround the great Canada Warriors in plenty;
Wives, Widows, and Matrons, and pert little Misses,
106

Ibid.

49

Are pressing and squeezing for Cherokee kisses.
Each grave looking Prude, and each smart looking Belle, Sir,
Declaring, no Englishman e’er kiss’d so well, Sir.”107
The verse plays on multiple themes, mainly white Englishmen’s anxiety about their own
manhood when placed into comparison with Indigenous men, as well as the threat of sexual
infidelity on the part of Englishwomen when met with the same Indigenous men. The caricature
plays upon the stereotype of Native violence, while the poem touches on the threat that a
different form of masculinity poeses to British masculinity. Therefore, the caricature is in and of
itself an attempt to denigrate the very men the poem admits fear of.
The caricature is not of an imagined possibility of meeting, but instead depicts an actual
event in the Cherokee Embassy of 1762, which occurred when multiple Cherokee leaders
traveled to England to meet with King George III, which followed after the original Cherokee
Embassy of 1710.108 In discussing a similar visit of Native leaders to London, the Earl of
Shelburne writes to Governor Bernard:
“It is impossible to conceive that they will suffer any private considerations to interfere
with their desire of shewing a proper sense of that paternal regard which they have
experienced from His Majesty, of that attention which, Parliament has given to their
complaints which can never be done with more propriety than by granting with the
utmost cheerfulness a just compensation to those who have suffered by the late
disorders.”109
While the caricature reflects a violent distrust toward the visiting Indigenous leaders, men like
the Earl of Shelburne viewed these visits as ways of enforcing concepts of empire and British
paternalism. Politicians saw these meetings as necessary for attempting to navigate the difficult
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relationship between the metropole, British colonists in the colonies, and Indigenous nations.
The caricature just so happens to align more with the feelings of American colonists than it does
with the desires of Parliament.
The contentious relationship between these three groups fueled the language seen in “A
New humorous song,” with colonial struggles over land placing British politicians in the position
of having to both assuage the anger of colonists while also working to “protect” Indigenous
nations from the same colonists that had connections to. After the Seven Years War, the British
government passed the Proclamation of 1763, which declared that a line was to be drawn over
the new British landholdings in North America that British colonists were not supposed to pass,
saving land for Indigenous settlement in the process.110 This angered British colonists, who
believed in their right to the land that was now barred from further settlement, resulting in events
like the Paxton Boys’ massacre of Conestoga Natives in Lancaster, Pennsylvania in 1763.111 As
noted by Patrick Spero, the British government had “twin problems” of both establishing social
harmony between colonists and Natives, and creating borders between polities.”112 Even when
attempting to navigate trade with Indigenous communities with the goal of enforcing borders,
Robert G. Parkinson notes that British officials faced criticism from publicists that equated
British cooperation with British officials being complicit in instigating conflict between
Indigenous communities and colonists.113 Those in the metropole were therefore playing an
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active role in this discussion, and their knowledge of Indigenous men as inherently violent
powered much of their contributions to these discussions.

The great financier, or British economy for the years 1763, 1764, 1765 (etching), in “The great financier,
or British economy for the years 1763, 1764, 1765,” Library of Congress, Library of Congress, accessed March 26,
2021, https://www.loc.gov/item/2004672610/.

Native representation in caricature art prior to the American Conflict also took the form
of personification, usually with the American colonies being represented by an Indigenous
woman. “The great financier” is one of the most blatant depictions of this imagery, with an
Indigenous America sitting to the side wearing a yoke that reads “Taxed without representation”
while George Grenville balances out “Debts” and “Savings” on a scale.114 Off in the right corner,
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one sees Britannia, who seems disheartened by the scene before her.115 While the author is
unknown, their position on the question of American taxation places them as someone supportive
of the American causes, which colors this piece. America being depicted as an Indigenous
woman with dark skin is also worthy of being noted. While the author appears to support the
American cause, they distance the American colonists from the British identity by depicting
America as uniquely different from Britannia. This might have not directly implied such a thing,
but the artists direct choice of personifying America this way says something not only about how
they view the identity of the American colonists in relation to their own, but also how they view
Indigenous communities’ relationship to that very same identity.
The depiction of America as Indigenous does in many ways mirror the relationship that
British officials were attempting to have with Indigenous communities, maybe even more so than
it does the officials’ relationship with the British colonists. Trade was an essential mover over
the relationship between Parliament and Indigenous nations, and men like John Pownall, who
was the Board of Trade’s secretary during this period, were tasked with supplying American
colonists with the items of trade needed in order to facilitate good relationships with Indigenous
leaders.116 In 1764, he wrote to George Johnstone, Governor of West Florida, stating:
“Mr. John Ellis, who has received directions to purchase a proper assortment of Goodes
for Presents to the Indians dependent upon your Government, having desired the Opinion
of the Lords Commissioners for Trade and Plantations upon a list of Goodes, in which
there are some additional articles proposed by you, their Lordships wish to have some
discourse with you upon this Subject, at any time that shall be most convenient to
you.”117
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The letter itself highlights the direct emphasis of British involvement in negotiations and talks
with Indigenous communities, and British colonists played a unique, middle role in this process.
The Board of Trade was an essential arm for British negotiation at a time when their knowledge
of the colonies was still in its weakest phase.118 The artists’ decision to conflate colonial
negotiation with the personification of an Indigenous America highlights the understanding by
many in the metropole that the British government was just as involved in discussions with
Indigenous communities as it was with colonists.
Even so, this depiction seems more so to be a conscious choice to represent a distant
colonial system as an “other.” Colley notes that an Indigenous woman was often used to
represent the colonies because the white colonists “had yet to evolve a recognizable and
autonomous identity of their own.”119 With British colonists walking a line as not fully British
nor not fully developed into their own, British caricature artists often chose to instead depict an
Indigenous woman in a way that conflated the colonists with the land on which they now lived,
which the artists often associated with Indigenous communities. Rayna Green also notes that the
Indigenous personification of America as an “Indigenous Princess” becomes prominent right
before the colonists begin to move for independence, picturing her as Britannia’s daughter.120
The indigenous identity is therefore also used not only because colonists had yet to develop an
identity of their own, but also serves to represent the growing chasm between the metropole and
the colonists. Therefore, the female Indigenous form generally serves to represent something
else, taking on a different meaning in caricature art when compared to the use of the Indigenous
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male form. This complicated understanding of the colonies as inherently “Indigenous” would
continue to take root in caricature are long into the American conflict, serving as a useful tool for
how those in the metropole understand and conceptualize their relationship to their fellow British
subjects across the Atlantic.
Class Concerns and Comedic Satire
As seen in previous section, class is often presented in caricature as an undertone to
political, gendered, or racial concerns. Even so, there is one piece, published in 1766, that does
blatantly discuss class as a central social concern.
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The new country dance, as danced at C****, July the 30th 1766 (etching), in “The new country dance, as danced at
C****, July the 30th 1766,” Library of Congress, Library of Congress, accessed March 26, 2021,
https://www.loc.gov/item/2004672612/.

“The new country dance” is an inherently chaotic piece, depicting a number of political
figures participating in a country dance scene while John Wilkes flies above them on a broom
accompanied by a witch while defecating on the dance participants.121 Of note, one can also see
King George III playing a fiddle while a Native woman, representing America, stands to the
side.122 Henry fox is quite literally dancing with the devil, and the Earl of Rockingham, William
Pitt, and Charles Townsend are also present.123 The author, once again unknown, manages to still
provide us with a decent idea of where he leans with his opinion, as these politicians are all
depicted in an image that includes both a witch and the devil in a country setting.
It is the connection between witchcraft and the British countryside that provides further
illumination within this satiric piece. Robert Poole writes that as early as the 1600s, one can see
local traditions of witchcraft and witchcraft tales in country areas like Lancashire.124 Therefore,
the countryside is inherently associated with seemingly “provincial” understandings of witches
and witchcraft. It was also, according to John Swain, a common belief that those in poverty were
more susceptible to witchcraft accusations.125 By placing these political figures within a country
setting—one which is inherently associated with poverty and provincial propensities for
witchcraft tales—the artist is condemning those involved in the image for being nothing better
than the men and women who live in the countryside. This concept of the countryside as home to
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the unenlightened and the city as the mainstay of the intelligent was expressed by David Hume in
1752:
“The more these refined arts advance, the more sociable men become: nor is it possible,
that, when enriched with science, and possessed of a fund of conversation, they should be
contented to remain in solitude, or live with their fellow-citizens in that distant manner,
which is peculiar to ignorant and barbarous nations. They flock into cities; love to receive
and communicate knowledge; to show their wit or their breeding; their taste in
conversation or living, in clothes or furniture. Curiosity allures the wise; vanity the
foolish; and pleasure both.”126
In Hume’s piece, we see an association with the refined arts, the enrichment of science, and the
importance of conversation with the city. When you remove political acts from that area of
supposed refinement and place them in a location associated with the assumingly ignorant, who
are making a direct claim about the actions and personalities of the individuals you have
relocated. The artist of this piece is directly condemning British politicians and choosing to
associate them with areas commonly populated by the lower classes, the less educated, and those
more likely to subscribe to theories of witchcraft.
This is further supported by the author’s decision to place John Wilkes above these
politicians but yet beside the witch himself. Prime perpetrator of anti-Bute agitations of the mideighteenth century, Wilkes often used personal charges of acts such as sodomy against the
King’s minister, Lord Bute being one of them, in order to agitate the British public.127 Wilkes
was actively worked against men like King George III, but he was still engaging in dirty political
tactics that went against common norms of political respectability. The artists’ picturing of
Wilkes above the crowd by associating with a witch perfectly encapsulated his complex
relationship with the London political scene. He was both aware of the corrupt nature of
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Parliament, but used political attacks that made him no better than the actors he was actively
fighting against. Above the King and yet defecating in public, Wilkes is still greatly condemned
by the unknown artist, especially since he is still in the country setting himself. Overall, the ways
in which this satire positions discussions on class would continue as the American conflict would
ramp up, heightening the debate far beyond country ballroom scenes and wild fiddle dances.
Overall, these caricatures all interact to highlight prominent social norms in eighteenth
century Britain, clearing serving as spaces of discussion for those in the metropole throughout
the period as they worked to better conceive of just what being “British” meant in the grand
scheme of things. Changes in what it meant to be a man or woman, a rising middle class, and
contact with Indigenous communities in North America all led to a variety of these themes being
depicted in the art of the period. By understanding this, one can better understand how these
small-scale discussions are connected to and have implications for the larger state of the British
Empire. In the process, these themes would become for understanding the relationship between
the metropole and the American colonies at the start of the American conflict.
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Chapter 2: The First Half of the War: A Rapid Change
Political Happenings and Overview
From 1775 to 1777, the English public at home struggled to understand their identities as
countrymen and participants in a fractured global empire.128 Up until this point, the American
colonies were perceived as integral to the empire’s image of global economic, political, and
cultural success.129 With the colonists’ decision to rebel ruining this image, English men and
women could no longer wholly rely on their previous concept of the English state and the
identity that came with it, or could they? What started at Bunker Hill in June of 1775 would lead
to a process of reflection that either affirmed one’s concept of Britain as a globally powerful state
with the right to control its colonial holdings, or instead to a desire to recreate the British
Empire’s relationship with its American colonies.130 Both ways of thinking were far from simple,
and what would result from the clashing of their difference led to colonial anxieties that bled into
British concepts of gender in both similar and new ways.
For many within the British public who were concerned about the strength of the British
Empire, they were quick to attack the American colonists over the growing conflict, in large part
because they viewed it as a breech in the contracted relationship between the mother country and
her young charge. A speech given in Parliament on November 1, 1776 sums up this line of
thought:
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With hearts full of duty and gratitude, we acknowledge the happiness which, under your
Majesty’s mild government, is extended to every part of the British empire; of which the
late flourishing state of the revolted Provinces, their numbers, their wealth, their strength
by sea and land, which they think sufficient to enable them to make head against the
whole power of the mother country, show that they have abundantly participated. And we
earnestly hope, that your Majesty’s paternal object of restoring your distracted Colonies
to the happy condition from which, by their own misconduct, they are wretchedly fallen,
will be speedily attained.131
This speech not only refers to England as the colonies’ “mother country,” but it makes sure to
stress the fact that the actions of the colonists certainly cannot be type-cast as justified, but are
instead signs of simple “misconduct” and a colonial region that feels emboldened to rebel against
King George III’s “paternal” support.132 In this case, the colonies become likened to rebellious
children who have misunderstood their place in the familial organization of the empire, a
threatening reality to those who sorely believed in the importance of a dominant British state.
This speech would also refer to the American colonists as “unhappy people” who had yet to
recover from “their delusion” and therefore be “awakened by a due sense of their misfortunes
and misdoings.”133 The colonists’ motives were not seen as valid, and this was visible in the
speech giver’s desire to note that they hoped the colonists delivered “themselves from the
oppression of their leaders” and then finally returned “to their duty.”134 The members of
Parliament—and those who agreed with them—could try to soften the blow of colonial rebellion
by ignoring its’ growing popularity, instead painting it as the tyranny of the few over the
majority. By creating an image of the Americans as children following the lead of a rebellious
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few, those listening to these words could envision a reality in which the global British identity
was not under threat, and instead focus on a quick end to conflict and return to normal. Such a
move softened the colonial anxieties provoked by the actions at Bunker Hill and beyond.
This sort of infantilization of the colonists is also visible in the words of John Fletcher,
published in 1777, as he details the colonists desire to live under no form of government, instead
of enjoying the “lawful liberty of a subject.”135 Colonial rebellion’s danger to British identity
could be counteracted not only by minimizing its reality, but also by highlighting the extreme
many British individuals felt the Americans had gone to. By rejecting British authority, Fletcher
painted the colonists as persons who desired to live without a “civil government” for
protection.136 While the Americans were in his eyes casting off one of the mainstays of British
society, Fletcher could protect himself from the anxieties such an act provoked by emphasizing
the lack of civilization that the colonists had because of this decision. In doing so, he lays the
blame for the American conflict at the feet of the Americans themselves, attempting to absolve
the British from any major blame in the conflict’s emergence.
Even so, not all British men and women wholeheartedly supported Britain’s attempts at
coercion. In fact, many had outspoken opinions favoring the Americans, which encouraged a
culture clash over which was the right way to handle the American issue. For instance, Major
John Cartwright discusses his sympathy for the Americans, noting that, “Britons of all parties
and of almost all denominations, seem far too unanimous in wishing to tyrannize over their
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brethren on the other side of the Atlantic.”137 It was not always the case that every British man
and woman supported Britain’s actions in North America, and for them, familial language, such
as referring to the Americans as brothers, was utilized as a common tool to emphasize the
brokenness of approaching the situation with the colonies militarily.138 Sarah Lennox echoes
similar sentiments in 1776, calling the conflict a “vile war.”139 She would go on to note that with
continuing news of the events on the other side of the Atlantic, she was growing to become “a
greater rebel every day upon principle.”140 Lennox, like Cartwright, could find ways to
sympathize with the American cause that went in opposition to individuals like Fletcher. This
forms a basis for understanding just how fractured the British identity was at home, as well as
how that fracturing could form into colonial anxieties—often familial in nature—pictured in the
weaponization of gender norms in political caricatures during the period.
As can be seen throughout the political events of this period, there was an ever present
attempt by landed white men in the metropole to understand the relationship with the colonies as
events in Boston broke out. With this being the case, one can easily argue that the caricatures
during this period not only serve the purpose of caricatures during the pre-war period—a place of
discussion about social norms within the context of the metropole—but also takes on a new form
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as a location for understanding the complex relationship between the metropole and the colonies.
For many, the beginning of the war was indeed a familial event, and the caricatures themselves
were an easy way for those at home to try to work through what this event meant for the British
Empire, as well as their identities as subjects of said empire. Concepts of family, lewd women,
weakened masculinity and a defenseless Britannia, a shifting class structure, as well as the
imagery of the Indigenous form all work together to highlight the concerns those in the
metropole had about their empire and its role as a political family at home and abroad.
Throughout this chapter, one will be able to see how all of these themes were visualized and
spread, often with the goal of enforcing a conservative British identity.
Familial Ties and Growing Tension: The Creation of the Ideal British Family
During the beginning and first half of the conflict, the focus on the American war as a
civil war centered on familial conflict gained prominence. What powered the British public to
conceive of their identity as one wrapped up in brotherly or cousinly language with its British
colonial compatriots across the Atlantic, and how was the split in this relationship unpacked in
caricature at the start of the war?
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The pleasures of the married state (engraving), in “The pleasures of the married state,” Library
of Congress, Library of Congress, accessed April 13, 2021,
https://www.loc.gov/item/2003675451/.
“The pleasures of the married state”—published around the start of the American
conflict, is perhaps one of the most blatant depictions of the ideal British family in caricature art
during the period.141 In the image, a mother and father sit at a table, with the father reading to his
son while the mother cradles her daughter in her arms.142 Idyllic and domestic, the family is not
dressed in extravagant clothes or wigs, and they all appear to be using the space of the home
together to bond and instill familial values in one another.143 Of particular note is the painting in

141

“The pleasures of the married state,” Library of Congress, Library of Congress, accessed April 13, 2021,
https://www.loc.gov/item/2003675451/.
142
Ibid.
143
Ibid.

64

the background, which depicts Jesus turning water into wine during a wedding feast.144 We then
get the sense that the unknown caricature artist is connecting marriage to the importance of
religious worship, therefore highlighting how marriage is an innately religious institution. While
the words beneath the image are not fully clear, it attaches words such as “tender” and “kind” to
the mother, while the father is positioned as someone who provides “comfort” to those in the
family.145 In many ways, the image not only depicts the ideal family, but further reinforces the
ideal masculine and feminine gender norms for the respective parents pictured. Lastly, the poem
also writes that the pleasure of the family is unknown to “idle rakes” as well as “fops."146 As one
has seen, the usage of “fop” is often associated with men whose identities do not align with
traditional masculinity, and the “idle rake” can often be associated with men who fail to exercise
proper financial sense in the eyes of the British public. “The pleasures of the married state”
provides imagery of the ideal family while also gatekeeping it, working to enforce a concept of
family that is easily aligned with British identity as an expanding empire while also spurning
those who threaten that construction of identity.
This emphasis on the domestic was not new. As Francus writes, British society in the
1700s “insisted upon domesticity as the fulfilment of a woman’s duties” while the rise of the
middle-class ensured that, according to Susan C. Greenfield, this concept of women’s
importance being relegated to the home was neatly compartmentalized within the ideal middleclass experience.147 A middle-class woman’s role in the home was valuable during a period of
rapid change, while Joanne Bailey notes that an emphasis was also placed on the importance of
144
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fathers as devoted and tender-hearted parental figures.148 Each parent had their own roles to fill,
and these roles were essential for creating a family home that was meant to allow for British
citizens in the metropole to find comfort in a rapidly changing world.149
While some caricatures depicted the ideal family, others published during this period
highlighted the opposite.

Matthew Darly, Poor old England endeavoring to reclaim his wicked American children
(etching), in “Poor old England endeavoring to reclaim his wicked American children,” Library
of Congress, Library of Congress, accessed April 13, 2021,
https://www.loc.gov/item/2004673329/.
Published in 1777, Matthew Darley’s “Poor old England endeavoring to reclaim his
wicked American children” is one such caricature.150 Blatantly anti-colonies, the image shows an
older England—missing one leg—as he throws a rope across the Atlantic Ocean and attempts to
wrangle in six men meant to represent the colonies.151 The six men all work to taunt Britain,
148
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refusing to act as the ideal sons should and instead antagonizing him further.152 Darly leaves no
room for the viewer to interpret this caricature as anything less than an outright rebuke of
colonial behavior at the beginning of the war efforts. By calling the American colonies “wicked”
while framing England as an older man who is quite literally maimed, Darly is able to argue
against the American cause while also arguing that the Americans are quite directly threatening
the British Empire, and in the process, the British identity.
What is particularly interesting about Darly’s depiction is that according to Bailey, while
fathers were “conceptualized as the bearers of authority” and therefore associated with “parental
passion” the common consensus for middle-class parenting during the period was that parenting
should emphasize self-control and reason.153 Fathers might have been thought of as decisionmakers and heads of the home, but that did not include violent or abusive parenting, but rather
focused on inoculating one’s children with the values they needed to be ideal British subjects.
The story of Elizabeth Ashbridge, who left for American colonies after poor treatment at the
hands of her father, is a prime example of what could happen when children were spurned by
their parents:
“My father still keeping me at such a distance, I thought myself quite shut out of his
affections, and therefore concluded since my absence was so agreeable to him, he should
have it, and at this time making acquaintance with a gentlewoman, that then lately came
from Philadelphia….I soon agreed with her for my passage, and being ignorant of the
nature of an indenture became bound...in a private manner.”154
Ashbridge left England after being emotionally shut-out from her father, who she expected to
treat her warmly like she perceived parents were supposed to. By leaving, she acknowledged that
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her father failed to live up to expected norms of fatherhood. This serves as an interesting
juxtaposition to Darly’s piece, which places the blame upon the colonies for their insolence.
Darly instead uses parenthood to isolate the British identity from further injury at the hands of
the American colonists. Even so, one could easily argue that—like the petitioners of London—
other members of the metropole might be more sympathetic to a familial narrative that aligns
with Ashbridge’s real-life example and places the blame on Parliament and King George III
instead.155 The language of the family underscores just how complicated the American conflict
made understanding the British identity to be.
The caricatures during this period also still relied on the personification of the colonies as
Indigenous in order to represent the gulf between the colonists and those in the metropole in this
familial conflict. This was done in a variety of ways, and each piece could communicate
different things about both sides of the war throughout its early years. One of the most complex
images to do this is titled “The Parricide. A Sketch of Modern Patriotism,” which was published
in the Westminster Magazine on May 1, 1776.156
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The parricide A sketch of modern patriotism. (etching), in “The parricide A sketch of modern patriotism.,” Library
of Congress, Library of Congress, accessed June 2, 2020, https://www.loc.gov/resource/ppmsca.33533/.

While the author of the work is unknown, “The Parricide” is very blatantly prometropole, relying on the personification of Britannia and America to communicate its main
message. As one can see, Britannia is only partially clothed, therefore making her vulnerable as
she is restrained by two men, while a white America in an Indigenous headdress goes to plunge
her dagger into Britannia as directed by John Wilkes.157 As an abyss opens at Britannia’s feet,
Discord is seen off to the side raising two torches.158 The title of the piece itself, by calling the
coming act a parricide, plays on the idea that America, by raising her dagger, is about to end the
life of her mother, Britannia.159 In doing this, the original author of the piece stresses the
unnatural nature of the act, while the visual of ministers holding Britannia down communicates
to the audience that British politicians are responsible for Britannia’s death—and then therefore
the death of the British Empire in North America.
The Westminster Magazine, which published this piece, also published a related writing
titled ‘Reflections on the Declaration of the General Congress,’ which illuminates the common
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view held by the publication during the period. In it, the author stresses that it is not only the
American Congress that is responsible for this parricide:
The Congress, however, are only the echoes of a Faction in this kingdom, who have
uniformly, in their public exhibitions, degraded the strength, power, and authority of
Great Britain, to exalt America on the ruins. With an effrontery without example in any
other age or nation, these men assume the name of Patriots, yet lay the honor, dignity,
and reputation of their Country under the feet of her rebellious subjects. With a peculiar
refinement on Parricide, they bind the hands of the Mother, while they plant a dagger in
those of the Daughter, to stab her to the heart: and, to finish the horrid picture, they smile
at the mischief they have done, and they look round to the spectators for applause.160
Here we can see that not only does the author of this written piece decry the seditious behavior of
the colonists, but he also works to bring attention to what he views is traitorous behavior by
those ministers like John Wilkes, who opposed government coercion actions against the
colonists.161 Doing so was likened to actively aiding in the destruction of the British Empire. “A
Parricide” works alongside this thought, visualizing the result of ministers standing by while the
American colonists work to end the British’s stay in North America.
This willingness to actively allow the downfall of Britannia at the hands of America,
because of this, can also be connected to British anxieties surrounding the strength of the state’s
ability to exude proper masculinity. Through feminizing the personification of the state and
placing her in a vulnerable position within the cartoon, the artist highlights these anxieties
clearly. Stephen Conway emphasizes this point, writing that, “Wartime crises, moreover, added
another dimension to this reassertion of gender distinctions by provoking considerable reflection
on the way in which the nation had lost its manly virtues and grown soft. ‘Effeminacy’ was

160

“Reflections on the Declaration of the General Congress,” The Westminster magazine, or, The Pantheon of
taste. vol. 4 (1776): 219, accessed June 17, 2020, https://hdl.handle.net/2027/nyp.33433104832591.
161
"Wilkes, John (1725-1797)," in The Dictionary of National Biography, vol. 61, ed. Leslie Stephen (New York:
Macmillan & Co., 1900), 248, https://archive.org/details/dictionaryofnati61stepuoft/page/248/mode/2up.

70

widely identified as the root cause of the problem…”162 In many ways, the British associated illperformed masculinity with its failures in relation to the American colonies, and there began a
rush to fix what was perceived to be the societal ill. William Cowper’s poem titled “Table Talk,”
which was published early in the crisis, writes that:
But that effeminacy, folly, lust,
Enervate and enfeeble, and needs must,
And that a nation shamefully debased
Will be despised and trampled on at last,
Unless sweet penitence her powers renew…163
Cowper’s sentiments share the same basis as the creator of “The Parricide.” Effeminacy becomes
one of the main societal ills upon which the American conflict is associated with, and the targets
of this concern became those ministers—like John Wilkes—who appear to okay and even
encourage the downfall of Britannia, and therefore the empire as a whole. Combined with the
visual of the abyss opening beneath Britannia’s feet, the result of this effeminacy is
communicated to the audience of the piece as a permanent end to Britannia as they know it. The
author uses these visual cues to cultivate gendered colonial anxiety by weaponizing masculine
gender norms against those they perceive to be aiding in the destruction of the traditional British
identity
Britannia is not the only form of personification within “The Parricide.” The American
colonies are also personified, but in this image, the America that the British public is familiar
with is changing. While she still appears to have a pale complexion, America’s head is adorned
with an Indigenous-looking feathered headdress. This, in many ways, highlights the slow but
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palpable separation that many British men and women began to feel with the colonies, and such
a separation was often viewed through the lens of violence. By the time of the war, Troy
Bickham writes that the British public viewed Indigenous communities in North America as
violent savages “who tortured prisoners of war, worshipped idols, were illiterate, and had little
use for private property.”164 As a result Indigenous men and women became “the very opposite
of the ‘polite and commercial’ middling ranks of Britain” in the common language of everyday
society.165 While these were gross generalizations that inaccurately represented the Indigenous
experience in North America, the visual cues of Indigenous dress could still be used to associate
America committing parricide against Britannia with this inaccurate vision of uncivilized
Natives. Americans were portrayed as Native precisely to separate them from their Britishness in
order to understand the reality of the colonists’ desire to separate from the empire.
It is no surprise that an America dressed in Native garb is used in tandem with the violent
act of parricide as well. Connections of barbarity—often associated with Indigenous
communities at this time—were increasingly being made with colonists in an attempt to
understand and discuss the act of war between mother country and colony.166 This built off
previous beliefs about English colonists in the American colonies, mainly that such colonists
would “go native” as time passed, and according to Joe Snader, abandon “their original culture”
in order to redefine “themselves within the framework of Amerindian culture.”167 Cultural
distancing was greatly feared by the British public, and it largely attributed to their difficulty in
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understanding their relationship with the American colonists. With many British “observers”
beginning to view the Americans as “savages” with a growing desire to commit violence,
picturing America as a woman in Native clothing with a dagger in hand simply reinforced the
common view held by many that Americans were turning away from their British identity, taking
on a new one that instead was more Indigenous than English and therefore also represents a full
familial split.168
Lastly, one of the most fascinating features of “A Parricide” is the usage of Discord as a
visual cue. Most likely connected to Eris, the Greek goddess of discord, as well as her Roman
counterpart in Discordia, Discord stands as a reminder to the reader that the act that is currently
occurring is unnatural, violent, and chaotic.169 It communicates to the viewer that parricide is
evil, and therefore that the American colonies’ actions are wicked. Eris is known for instigating
the Trojan War, and she is said to have given birth to “Woes, Strifes, Battles, Slaughters,
Manslayings, Quarrels, False Words, Disputes, and Lawlessness,” just to name a few.170 Using
Discord within “A Parricide” therefore signals to the viewer that Discord not only represents the
unnatural nature of the parricide, but also the many ills that come with it. Eris’ Roman
counterpart—Discordia—is associated with equal amounts of strife and civil war in Roman
literature, further bolstering the importance of using a visual of Discord in this piece.171 While
the author displays the parricide as violent in nature on America’s part, Discord’s presence
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shows that there is still, in some way, a desire by the creator of the piece to see relations between
Britannia and America return to normal. The act of violence committed by America—overseen
by the embodiment of chaos—communicates to the audience the nature of the British Empire’s
identity in flux, with parricide seeming all but certain. Suddenly, a stable British identity no
longer seemed to be as likely as many had hoped.
The American colonies were not always portrayed as feminine, and it was often that the
colonies took on an Indigenous, masculine perspective. The language of Indigenous violence is
perhaps even more blatant in these images, in large part because of the implications the artists in
question are making by using such imagery.

The Parlmt. dissolved, or, the Devil turn'd fortune teller (intaglio print), in “The Parlmt.
dissolved, or, the Devil turn'd fortune teller,” Library of Congress, Library of Congress, accessed
April 13, 2021, https://www.loc.gov/item/2004673304/.
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In “The Parlmt. dissolved, or, the Devil turn'd fortune teller,” G. Terry illustrates the
disastrous consequences he pierced to come out of the actions taken by the colonies across the
Atlantic.172 While I have been unable to locate further information on G. Terry in order to better
understand why he might have been motivated to draw this caricature, some implications can be
made based off of the imagery he used and the ways in which he positioned the actors in the
piece. To the left, we see Lord North with another minister as they talk with the Devil, who
brings about an image of a white America wearing Indigenous clothing.173 As America towers
above them, he holds up a building meant to represent Parliament, the bottom removed as its
members fall from the bottom.174 One can also see that America appears to be stepping on a
British soldier as he holds up Parliament, squashing the metaphorical British military efforts that
might come about in the colonies.175 A variety of different perspectives could be formulated with
this piece depending on the viewer. For one, it could be read as pro-ministerial, created to urge
viewers toward supporting coercion efforts to squash the incoming violence within the colonies.
On the other hand, the presence of the Devil might lead others to questions this approach. Could
the Devil be misleading Lord North? There is room to analyze this piece as Terry criticizing
North for buying into this false image of the colonies while also warning against the fruitlessness
of military efforts if the British government went about engaging in them. For the sake of my
analysis, I align more with this second approach, though the image of a violent, Indigenous
America is what deserves increased focus because of the way Terry choses to go about using it.
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Going about using Indigenous imagery to convey fear to audiences in the metropole is
not surprising, largely because such connotations existed locally. This can be seen in a piece
published in 1776, written from the perspective of a Foot Guard prior to his departure for the
colonies:
“Protectress, Patroness of lilly Hands, O interfere, and save me from those Lands Where
savage Indians thirst for human Blood, And make Mankind their daily choicest Food. O
hear thy gentle Ensign’s suppliant Strain, I feel the Tomahawk within my Brain; O spare
me, modern Venus , hear my Pray’r, And make my Terrors thy peculiar Care! I can’t
support this bloody, civil Strife, The very War-Hoops will destroy my life.”176
The author of this piece draws connections between the land of America itself and the violence
of the Indigenous groups who inhabit them, conjuring images of cannibalism, the tomahawk, and
bloody violence. Terry’s decision to use these stereotypes in his own art reflects an
understanding that Indigenous imagery would immediately be associated with similar violence.
Therefore, personifying the American colonies as Indigenous serves to distance the colonies
from Britishness. When the male America steps on the British soldier while emptying Parliament
to certain death below, he is not only outright destroying common identifiers of Britishness, but
he is participating in an act more Indigenous than British from the perspective of the
metropolitan audience.
Such an emphasis on the American divergence from the British identity could be
common. As Richard Joseph Snader writes, “British anxiety about American cultural contact
reflected a deep-seated dualism pervading the most common European images of Native
Americans,” mainly centered on a discussion about “good” versus “bad” Indigenous
individuals.177 The British public had to balance a complicated worry about what Anglo-
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American contact with Indigenous nations might mean for the British identity in the colonies and
at home. In particular, as has been seen in pieces like “A new humorous song,” this concern
could often center on the concern that many white men in the metropole had about the threat
Indigenous men posed to a white British identity.178 Karen M. Woods notes that in AngloAmerican society, it was “the “male other”—in this case Indigenous men—who serves as a
threat because he served as a “strange man” who was capable of not only violence, but luring
British women away from British men.179 The Indigenous man is categorized as both violent and
a sexual threat. British colonial contact with Indigenous men threatened to make American
colonists more Indigenous in several ways, representing a divergence from being a proper British
subject. The question of how Indigenous versus how British American colonists were was an
increasing concern, and it is an interesting theme to track as the war continued on into its second
half largely because it centers on future discussions of what family meant and entailed for both
parties.
The Lewd Woman Trope and The Feminization of American Forts and Battles
British gender norms, commonly used in prints as a way of critiquing the modern,
changing British society, were easily transferable into imagery relating to colonists and the
American conflict. Now, instead of the focus of that critique being placed on men and women
solely with the mother country, the lens shifted to begin calling out the Americans for behavior
that was either sympathized with or despised by Britons in such a way that allowed Britons to
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build a collective identity as an Empire being spurned by its subjects—subjects that were in turn
therefore acting in a non-British way. As news trickled back home, these forms of satire found
new modes of expression that highlighted the British anxiety that came with colonial expansion
and conflict. This is perhaps clearest in the personification of American forts and battle locations,
a personification that often took the form of a young woman. With forts usually centering as the
main locations of military conflict, they became meeting places where the British Empire and its
identity was openly challenged by the American colonists. In order to confront this, many British
caricature artists actively utilized the trope of the lewd woman, which as Katherine Kittredge
notes, was a trope that positioned the disruly woman as the offender outside of “the dominant
power base.”180 The American colonists and their forts were recontextualized as these disruly
women largely because it aided in the metropole being able to understand how other British
subjects could behave in a way that was so counter to their conceptualization of what it meant to
be British on their side of the Atlantic. Such an approach makes these caricatures fascinating
locations for further analysis.
In collaboration, two caricatures by the names of “Bunkers Hill” and “Miss Carolina
Sulivan” tell us a great deal about how the artists not only understood the American conflict, but
also how they used common British gender norms to display that understanding. For starters,
both images pay homage to the Darlys’ earlier focus on large wigs, as seen in “Oh Heigh Oh.”181
This prior image was largely used in order to critique women who went against feminine
expectations by wearing large wigs, thereby threatening masculinity in the process.182 Therefore,
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it was imagery used to pass judgement on an “other,” or women who did not perform femininity
correctly. In “Bunkers Hill” and “Miss Carolina Sulivan,” the same meaning is given, but it gains
a new importance in highlighting the moral distancing between the American colonists and
British men and women back at home throughout the war effort.183 In An Unfortunate Mother’s
Advice to her Absent Daughters, Sarah Pennington makes a point to write that, “Pompous living
is the high road to ruin: and the ruin of people’s fortune is almost always followed with
corruption of manners…”184 The connection between extravagant presentation with a ruined
fortune and poor manners was important within the lives of young women. This is emphasized in
Hester Chapone’s “Letter on the Government of the Temper,” in which she writes that, “You
will perhaps be offended, when I advise you to abate a little of that violent passion for fine
clothes, so predominant in your sex.”185 Chapone cautions against excessive dress, largely
because excessive dress was a sign of moral weakness. By picturing these American forts as
luxuriously-dressed women going against British feminine norms, Matthew and Mary Darly are
in large part critiquing the colonists as morally weak individuals who are separating themselves
from the traditional British identity. The colonists, simply put, become the new “other” which
Britons define themselves against.
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Matthew Darly, Bunkers Hill or America's head dress (etching), in “Bunkers Hill or America's head dress,” Library
of Congress, Library of Congress, accessed June 2, 2020, https://www.loc.gov/item/2004673322/.

As discussed, Matthew Darly’s “Bunkers Hill or America’s Head Dress,” quite blatantly
uses British gender norms and the personification of the American form to communicate a
variety of meanings. Published on April 19, 1776, the image shows a finely dressed young
woman with an incredibly large wig, a wig which houses “three redoubts with infantry and
artillery firing at close range, tents, an artillery train, and a sea battle involving two or three
ships.”186 The decadence of the young woman is completed with military imagery, imagery that
harkens back to Bunker Hill. The image itself brings to mind Darly’s previous works in “The
Martial Macaroni” and “Oh Heigh Oh,” and as a viewer, one can see that he is using previous
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modes of cultural critique against the Americans this time. By including “America’s Head Dress
in the title,” Matthew Darly is directly connecting the American actions at Bunker Hill to the
cultural norms at home in the mother country. In the process, he is also tying in discussions
centered on lewdness, mainly since the woman pictured acts outside the British feminine norm of
conservative dress in her extravagant clothing.187 The Americans bombastic military aims are
recontextualized as a “loud” woman who dressed above her station in a public-facing way that
opposes the private-facing identity expected of her.
The events at Bunker Hill itself perhaps power a lot of the reasoning behind this image.
In a letter written by General Burgoyne to Lord Stanley, he writes that:
The enemy all anxious suspense; the roar of cannon, mortars, musketry; the crash of
churches, ships upon the stocks, and whole streets falling together in ruin, to fill the ear;
the storm of the redoubts, with the objects above described, to fill the eye; and the
reflection, that, perhaps, a defeat was a final loss to the British Empire in America, to fill
the mind,—made the whole a picture, and complication of horror and importance, beyond
any thing that came to my lot to be a witness to.188
Burgoyne notes in this letter the chaotic nature of the scene at Bunker Hill, and interestingly
enough, he also includes a brief moment of concern about what the battle meant in the long term
for the British Empire in America. Occurring on June 17th, 1775, the Battle of Bunker Hill was
one of the first major battles during the war, and it was a battle fought by “undisciplined
yeomanry, without a leader” on the American side.189 Despite this fact—as well as the British
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victory that ensued—the Americans were still able to inflict heavy casualties on the British
soldiers, to the extent that Burgoyne would note the loss of life as a “considerable loss.”190 With
it being so early in the war effort, the sudden realization that the chance to subdue the American
colonies would not come quickly was perhaps a startling reality to those British soldiers on the
battlefield at the time, as well as to the British men and women who heard about the outcome at
home.
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Matthew Darly and Mary Darly, Miss Carolina Sulivan - one of the obstinate daughters of America, 1776 (etching),
in “Miss Carolina Sulivan - one of the obstinate daughters of America, 1776,” Library of Congress, Library of
Congress, accessed June 2, 2020, https://www.loc.gov/item/97514668/.

The personification of a battle location was not uncommon, and Matthew Darly—as well
as Mary Darly—would approach it again in “Miss Carolina Sulivan—One of the Obstinate
Daughters of America.” Created in 1776, this image imagines the attack on Sullivan’s Island in
1776 much like Matthew Darly’s “Bunkers Hill” recreates the meanings of the battle at Bunker
Hill.191 This time, the image is even grander. A woman representing Sullivan’s Island is seen via
a right profile, wearing an enormous wig “meant to conceal fortifications, cannons, and several
battle flags.”192 Little attention is paid to anything but Sullivan Island’s hairdo, which is so grand
that it expands across a majority of the image’s space. Once again, an emphasis on the
connection between unnecessarily large wigs and battle imagery is made, allowing the Darlys to
make a larger critique about the events that unfolded at Sullivan’s Island in 1776.193
What differentiates Sullivan’s Island from Bunker Hill is simple: Britain lost.194 This
made the outcome as portrayed in imagery loaded with the heavy symbolism of the unexpected.
In a letter meant for Lord Germain, Henry Clinton explains his reasoning for attempting an
engagement at Sullivan’s Island:
…but having received some intelligence at that time, that the works erected by the rebels
at Sullivan’s Island (the key to Charles-Town harbour) were in an imperfect and unified
state, I was induced to acquiesce in a proposal made to me by the Commodore Sir Peter
Parker, to attempt the reduction of that fortress, by a Coup-de-Main; I thought it possible
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at the same time, that it might be followed by such immediate consequences as would
prove of great advantage to his Majesty’s service.195
As one can see, Clinton was acting on intelligence that entailed an easy victory for his army and
an unexpected taking over of Sullivan’s Island, something that had been planned last minute and
was solely based on what Dan Morril emphasizes was “inadequate planning, faulty intelligence,
and plain bad luck.”196 While Clinton had thought that making a move on Sullivan’s Island might
“reinvigorate Tory resolve” in the region and remove the location from rebel hands, his desire to
do so backfired.197 Clinton would go on to note that the rebels had created an entrenchment and
razed “their former works,” which meant his ships could not land for four days, and when his
plan for a combined land and sea attack failed, he was forced to engage in a “nine-hour artillery
duel” between British ships and colonial troops within the fort.198 Simply put, Sullivan’s Island
had become a British failure, and within “Miss Carolina Sulivan,” one can see the remnants of
this realization in the large cannons that lay hidden within her hair, signifying the cause of the
“nine-hour artillery duel” that ended in Clinton’s defeat. 199 “Miss Carolina Sulivan” relies on the
belief that extravagant pageantry and dress were anti-British from a feminine perspective, and
therefore lewd in nature. Portraying the fort in this way signifies an American turn to lewdness in
their ability to shirk British norms and features of identity.
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Matthew Darly and Mary Darly were not the only caricature artists to personify British
forts and battle locations during the early years of the Revolution. “The Taking of Miss Mud
Island,” created by William Humphrey in 1777, also works to use the art of personification to
critique the American colonists.200

William Humphrey, The taking of Miss Mud I'land (etching), in “The taking of Miss Mud I'land,” Library of
Congress, Library of Congress, accessed June 2, 2020, https://www.loc.gov/item/2004673331/.

Blatantly sexual in nature, Humphrey’s work personifies the Mud Island Fortress—better
known as Fort Mifflin today—as a well-dressed woman who sits upon the cannon of the fortress
with her breasts peaking out from her attire.201 She looms large over her surroundings, with a
crudely drawn face.202 In the forefront of the caricature, one can see the British ships she is firing
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upon: the ““Somerset”, “Roebuck”, “Eagle”, and the “Vigilant.””203 She is also surrounded by
location markers that place her between the Schuylkill and Delaware rivers.204 Overall, the image
is blatantly sexualized in a way unlike any of the previous personification works, which adds
interesting notes to how Humphrey, like other caricature artists, used English gender norms to
critique the colonies.
The reasoning for this portrayal, also much like the previous works, centers largely on
what occurred at Fort Mifflin on November 10, 1777.205 While the British emerged from the
attack on Fort Mifflin victorious through the use of cannons and “over 10,000 cannon shells,” the
Americans did not cede the fort without a fight.206 In a recounting of the events that led to the
capture of Fort Mifflin, Sir William Howe had noted that despite the estimated loss of 400
colonial soldiers, the men within Fort Mifflin had rained down fire upon the attacking British
ships that “was exceedingly heavy.”207 This had been purposeful, as Washington had ordered the
fort to be held in order to prevent British supply ships from reaching his colonial troops before
winter.208 Having succeeded in this venture at the cost of their lives, the colonial holders of Fort
Mifflin had put up a major fight that stunted the goals of Howe and his men, making up an
obstacle that meant British victory within the region would become much harder to attain.209
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In the end, while capturing Fort Mifflin had been a British win, it had major implications
for future British success, and the Americans actions at the fort meant that they were continuing
to pose major problems for what was supposed to be assured British success. For William
Humphrey, this reality might have inspired his sexualized version of Fort Mifflin. In his work to
his daughters, John Gregory writes that, “There is a native dignity in ingenious modesty to be
expected in your sex, which is your natural protection from the familiarities of men…”210
Modesty was one of the most important components of British femininity. This built off of the
idea that pleasure existed to tempt women away from the domestic expectations expected of
them. Such expectations are apparent in Catherine Talbot’s Moral Stanzas:
“Henceforth no pleasure I desire
In any wild extreme,
Such as should lull the captiv’d mind
In a bewitching dream.”211
Here, the reader gets a view into the connection between pleasure and emotional extremes.
Talbot’s work gives us the understanding that it was expected to exhibit an emotional and moral
middle-ground. A divergence from these expectations is described as a form of captivity, but a
“bewitching” captivity.212 This is in line with Sarah Pennington’s words to her daughters, in
which she states that, “Women that have had the misfortune to deviate from their duty, to break
through decorum, to part with their virtue and modesty, owe of much regard to custom, and
ought to have such a sense of their breach of chastity, as to appear with a mortified air.”213 Being
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deviant and susceptible to pleasure was not only warned against, but the move to an emotional
extreme was viewed as a “breach of chastity” that required acknowledgment and correction on
the part of the woman involved.214 Yet, the female personification of Fort Mifflin appears to
delight in her immorality as she fires upon the British ships, meaning that she is not selfcorrecting but instead refusing to acknowledge feminine norms. The blatant violence she directs
at the ships not only reflects the actions of the soldiers within the fort, but like previous works,
highlights the Americans growing distance from Britishness. By shirking social norms, they
become something completely unrecognizable to English eyes.
Britannia without Defense: The Threatened British Identity & Masculinity At Threat
While American forts could be personified as a way of recontextualizing what it meant to
operate within a familial empire, the personification of Britannia in caricatures during this period
is quite different. While the trope of the lewd woman allows for works by artists such as William
Humphrey to present the image of an active and violent woman, such a form of agency was not
always extended to the personification of Britain herself. Rather than taking up arms and
exerting control in the images in which she exists, Britannia is often passive, weak, and at
constant threat of various forms of violence. When one looks to the caricatures in question, one
can begin to unpack how portraying Britannia this way says something about the ways in which
British subjects in the metropole—especially politically active white men—viewed the state of
the Empire and their role within it as the American conflict came to a boil.
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Virtual representation, 1775 (intaglio print), in “Virtual representation, 1775,” Library of
Congress, Library of Congress, accessed April 13, 2021, https://www.loc.gov/item/2004673310/.
In the above image, titled “Virtual representation, 1775,” an unknown artist makes strong
claims about the British administration’s handling of the situation across the Atlantic.215 One can
see Lord Bute holding a blunderbuss at a white man in traditional colonial attire meant to
represent the colonies while the male personification of America states that he “will not be
robbed” in respond to Lord Bute threatening him for further funds.216 In the background, one can
see Boston on fire, while Britannia—who is blindfolded—steps towards a bit that had been
“prepared for others.”217 There is also a Frenchman next to a kneeling monk with a sword raised
high, who stands in front of a background meant to represent Quebec.218 All in all, this image is a
condemnation of current British approaches of coercion with the colonies, with Britain falling
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into the pit it had prepared to send the colonies to. It also highlights how the British propagation
of the American conflict represented a way through which the French could attain further power
on both sides of the Atlantic, which positions the actions of Lord Bute and those who agree with
him as antithetical to a strong empire.
“Virtual representation” is an image that encapsulates the thoughts of some in Parliament
that built of a large anti-Bute campaign. György Borus notes that Lord Bute himself was not
English but instead Scottish, and that he served King George III as his tutor until he was given a
ministerial appointment as Secretary of State by the King upon his ascension to the throne.219
This was quite controversial, as it was seen as an affront to those currently in power, and men
like John Wilkes and those in the Wilkeite movement would utilize Lord Bute’s nomination to
argue that, according to Colley, “Englishness was being eroded from above.”220 Bute quickly
became a figure that could be blamed for the poor handling of Britain’s debt after the Seven
Years War, as well as the perceived poor handling of the American issue.221 As can be seen, at
the center of this argument was not only the fact that Bute’s appointment by King George was a
challenge to political and ministerial tradition, but that as a Scottish man, Lord Bute’s failings
directly threatened the British Empire and what it meant to “be British.” The caricature therefore
reflects the attitudes of many Wilkeites who were politically active and thought the current
monarch and political sphere was threatening to the continuation of a sound expansion of empire.
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The caricature not only represents the failings of stated anti-British politicians, but it also
positions the British Empire as a weak and vulnerable woman walking to her doom.222 Britannia
is blindfolded, and though she holds a spear and shield, she is unable to utilize them as she steps
closer to the pit.223 Ylivuori notes that there was often a vested interest held by caricature artists
in representing Britannia as one who was elegant and practiced the norms of politeness and
“sincere manners,” which often meant that to depict Britannia in a way that aligned with ideal
British values for women, one would have to naturally prevent her from engaging in active acts
of violence and protection.224 Instead, it was up to male politicians and heads of state to engage
in acts of protection. A language of weakness and protection is evident in a Speech given by
Lord Pitt to the House of Lords in 1771 in response to failed negotiations with Spain:
“For entering into such considerations, on reason is improper: no occasion should be
neglected. Something must be done, my Lords, and immediately to save an injured,
insulted, undone country. If not to save the State, my Lords, at least to make out, and drag
to public justice, those servants of the Crown, by whose ignorance, neglect, or treachery,
this once great, once flourishing people, are reduced to a condition as deplorable at home,
as it is despicable abroad…”225
In his speech, Lord Pitt communicates the same themes that the artist of “Virtual representation,
1775” is communicating. Using words such as “injured,” “insulted,” and “undone country”
appeal to a masculine audience and their need to protect a weakened and feminized empire.226 In
doing so, Pitt is using masculine gender norms as a weapon to get favorable political action. The
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caricature artist does the same, condemning Bute as a weak, ineffectual Scottish leader who does
more to threaten the British Empire than to save it.
Similar themes are communicated in another political caricature of the same year titled
“The political cartoon for the year 1775,” in which King George III and Lord Mansfield are
directly placed in the same position as Lord Bute in the prior caricature.

The political cartoon for the year 1775 (etching), in “The political cartoon for the year 1775,”
Library of Congress, Library of Congress, accessed April 13, 2021,
https://www.loc.gov/item/97514880/.
In the caricature above, King George II and Lord Mansfield are shown in a chaise being
driven by two horses named “Obstinacy” and “Pride,” who are leading Britain into an abyss due
to the impending war with the colonies.227 A winged devil is seen carrying off a sack labeled
“National Credit,” while the chaise King George III and Lord Mansfield drive in runs over the
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Magna Carta and the Constitution.228 Even while this occurs, King George the III attempt to lay
claim to his right to represent all Englishmen via the paper in his hand.229 The unknown artist of
this piece is also actively making claims about the current state of the British Empire and the
perceived corrosive role of coercion.
Such a position being so common speaks to the fracturing of the British public and the
various opinions being held by those in the public. A variety of those in the metropole could
have agreed with these caricatures, as according to Robert Toohey, most British subjects did not
believe that it was too late to prevent a colonial crisis until the outbreak of war in 1776.230 While
King George III strongly supported coercion and adhering to strict policy, others thought that
such an approach would fail the empire at home and abroad. This is most evident in the petitions
published—often by merchants—who saw an inherent threat in the possibility of an outbreak of
war with the colonies.231 One such address given by the Lord Mayor and Livery of London in
1775:
“To the Electors of Great Britain. Gentlemen, The Mischiefs which have already arisen
and the greater calamities which are threatened, from the unnatural war excited in
America, by the arbitrary and inexorable Spirit of his Majesty’s ministers and advisors,
have impressed our Minds with alarms and apprehensions, which occasions this address
to you...It is impossible we can see, without the utmost alarm, preparation making for the
prosecution of an expensive and ruinous War with our own colonies, from which so
much of our commerce, and therefore the sources of our wealth are derived. The
inevitable consequence of this must be an increase of taxes, already too heavy; and an
addition to the national debt, which presses us at this time with intolerable weight. We
228
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beg you to consider, what must be the situation of this kingdom, under an augmentation
of taxes and a diminution of commerce; --an increase of national debt, and an equal
decrease of national resources.”232
Much like the caricature artist responsible for “The political cartoon for the year 1775,” these
petitioners highlight a stark split from the policy of the Crown and its ministers, instead
highlighting the potential for an unnatural war with other British subjects that could have
disastrous financial consequences for those involved. While Britain is not personified as a
woman in this caricature, the same threat of weakness and destruction is evident in the replies of
those that signed petitions like the one above. Whether it be Britannia or the male political actors
themselves, the imagery of a deep pit that threatened to swallow the empire could be used
throughout caricature to communicate political failings and impeding destruction. In both cases,
it was a failing of British manhood in one’s inability to see that incoming destruction that
characterizes both pieces.
In the end, the caricatures of this period—whether they be race, gender, or class—all pull
on themes from a previous period in order to begin a discussion about family. Were the
American colonists still British, or did their intended separation from the metropole mark the end
of their connection to the British Empire? What did this mean for those in the metropole?
Caricature artists were constantly juggling these questions, and such concerns frequent almost
every piece of art they published during the first half of the war. As I will illustrate in the coming
chapter, the focus on family would continue into the second half of the war, with the Indigenous
form playing an essential role in this identity formation process within caricature art.
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Chapter 3: The Second Half of the War: Conceptualizations of a New Empire’s Identity
Political Happenings & An Overview
From 1778 to 1783, the discussion surrounding the relationship with the American
colonies began to alter.233 No longer could Britain assume that the war would be easily won. A
variety of conversations throughout British society ensued, and understanding these discussions
allows us to further understand how English men and women communicated these anxieties, but
also further illuminates how British men and women used gender norms and racial stereotypes to
illustrate the relationship between the American colonists and British politicians. With this being
the case, we also see all of these conversations being brought to life through the medium of
political caricature, a medium that was full of personification, tension, and cultural norms.
Now, there were multiple perspectives on the American conflict by this point, but there
was an increasing emphasis on trying to make peace with the colonies that began to take more
shape as time passed. For instance, Sarah Lennox, who had verbalized prior support for the
colonists in her letters, wrote in 1778 that she wished England would “make peace with
America” and that she pitied “every good American, who must suffer so dreadfully in these
times.”234 Lennox, a wealthy white woman, is unique in that much of the source material on the
split for coercion versus conciliation is centered on the writings and speeches of white male
politicians, and as we will see, she was not alone in holding the opinion that she did. For those
with similar feelings to Lennox, the war was beginning to look more and more like it reflected on
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Britain in a morally negative light. This sentiment would become even clearer in one of Sarah
Lennox’s 1779 letters:
Pray have you read the new weekly paper called, The Englishman? It is excessively
clever & true, & has the merit of plainness & no spite but at Lords North, Sandwich, &
Germaine, & one may without scruple give them up I think, & call the paper a fair one.235
Sarah Lennox shares information from a publication she has recently read, and while doing so,
outright decries the individuals she believes were deserving of the “spite” they received in the
press.236 It just so happens that Lords North, Sandwich, and Germaine were all in some ways
responsible for England’s continued involvement in America to some extent.237 Lennox’s letter
makes known the reality that the question of the American War was not as easily one-sided with
the British public at this time as what may be believed.
This sentiment was also being echoed by British ministers. In ‘Parliamentary History,’
published in The London Magazine in 1780, James Fox’s rebuttal to the Lord Advocate is
detailed, during which he argues that Parliament had “prevented reconciliation, at a time when it
might have been effected upon honourable terms for England” and had avoided “attending to
their petition.”238 Men like Fox began to argue with increased ferocity that continuing the war
with the Americans was more likely to ensure harm than victory, and as time passed, they began
to focus in their attacks—just like Fox did above—on the current North administration’s inability
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to put an end to things. Such events would color the rest of the American conflict, as well as the
events that occurred directly after it.
Not all ministers agreed with James Fox, and in fact, some still voiced support for the war
effort. In that same edition of The London Magazine, David Hartley is recounted as saying that
“the American war was to be pursued with vigour” in relation to the land tax of 1780 being
discussed at the time.239 Hartley connected the colonies to the British Empire’s identity, and the
concept of simply ending the war and possibly losing them was enough for him to tighten his
resolve. During this same Parliamentary debate, Lord North would also speak, stating that “he
certainly did not mean to withdraw the troops from America, not yet to allow the independence
of the colonies.”240 As the question of American independence loomed large, a fierce contention
began to be waged by these separate camps, both of whom were reckoning with the changing
empire and what that meant for their British identities going forward.
This anxiety about the loss of the colonies was certainly discussed, and for some, the idea
that England was going to lose the war effort was beginning to become more and more realized.
In The Westminster Magazine’s 1781 issue, there is a piece published under the title of
“Strictures on the Philadelphia Mischianza” that notes this rising level of awareness. The author
of the piece writes that, “The impossibility of conquering America being well known, or strongly
believed, by the British Ministry, they are shifting off the disgrace of the defeat on their
Generals.”241 Not only could the public begin to see the end of the war itself, but there began to

239

Ibid. 23.
Ibid., 23.
241
Israel Maudult, Strictures on the Philadelphia mischianza or Triumph upon leaving America unconquered. With
extracts, containing the principal part of a letter published in The American crisis. In order to shew, how far the
King's enemies think his general deserving the public honours., Philadelphia: Francis Bailey, 1780, preface pg. 1,
https://ursinuscollege.on.worldcat.org/oclc/62815454
240

97

rise a growing tide of backlash against the Parliament ministry that had continued to carry on the
futile war effort. While this frustration was visible, there was also a level of concern surrounding
the unknown that came with this realization. The author of “Strictures on the Philadelphia
Mischianza” goes on to add that, “the empire here in Britain itself, is shaken and endangered; at
such a time of public calamity, when every good Englishman was trembling for the
commonwealth…”242 With the loss of the American colonies looming over the heads of the
British public, British individuals now had to come to terms with this major change while also
majorly reshaping their identity as British subjects to align with their new understanding of just
what being a British subject now meant, which is shown in the images below.
How then, did British subjects—especially white landed men—come to understand what
“being British” meant during the end of and directly after the American conflict? What is
directly evident in the caricatures studied throughout this chapter is an emphasis on using the
body of the Indigenous woman a visual representation for the cultural distance that now lay
between British subjects in the metropole and newly made Americans. Discussions of family, the
loss and or maintenance of imperial power in the face of loss, and the hope of continued ties with
the Americans were all framed within the context of the Indigenous form. Based on prior
conceptions of the Indigenous as “others,” these visuals—now often representing America as an
Indigenous woman with dark skin—served as striking visual reminders of the ways in which the
American colonists were no longer laying claim to the British identity that had tied them together
with the British men and women in the metropole. Through analyzing caricatures from this
period in this chapter, I hope to visualize the ways in which caricature artists were able to apply
prior discussions of family to the Indigenous body, thereby utilizing these themes while also
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allowing the themes to inform their audience of the changing British identity in respect to the
loss of the American colonies.
Holding On To Slipping Power and Desire for the Past
With these complex discussions about a changing Great Britain occurring frequently,
articulations of what some envisioned England’s standing on the world stage to be became a
more frequent part of political caricatures. One of the ways this became most evident was
through the focus on power in conversation with other European empires, as well as the
American colonies, which is evident in “The present state of Great Britain”:

The present state of Great Britain (etching), in “The present state of Great Britain,” Library of
Congress, Library of Congress, accessed April 13, 2021, https://www.loc.gov/item/2004673365/.
While “The present state of Great Britain” is yet again another caricature without a clear
artist, it still serves as a rich piece for understanding how those in the metropole might have
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conceptualized the state of the empire when hope of it staying intact was quickly falling apart.243
In the piece, we can see a male Great Britain dozing off while a personified, male Scotland keeps
an arm on Great Britain and fends of a frenzied Frenchman hoping to attack Britain.244 On the
other side of the image, a Dutchman sits on his knees in an attempt to steal from Britain’s purse,
while a clearly Indigenous America reaches to take the liberty cap from atop the staff withing
Britain’s arms.245 The caricature is an active one, with a variety of meanings to be had. For one,
the artist is quite blatantly frustrated with the current state of British political affairs abroad,
which is characterized in the sleeping state of a Britain that seems to no longer care about
protecting himself. Scotland playing a blatant role in Britain’s protection is also intriguing when
placed into juxtaposition with the Indigenous America’s attempts at taking the liberty cap from
Britain on the other side—quite literally representing the divergence in the approach of colonial
relations between the two. Even so, the image might not be entirely critical of the American
colonists. Britain is sleeping and doing nothing to protect his claim to liberty, and so the
Indigenous America reaching for the liberty cap could be seen as a natural consequence of
British ineptitude in handling its relationship with the colonists across the Atlantic. They are
fully Indigenous and reaching for the British claim to liberty, highlighting a final American
divergence from the British identity. While the image has much to say, I will be focusing mainly
on the representation of America as Indigenous, as well as the unique political dynamics
apparent in the image that are not always present in other caricatures.
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It is the image of the Americans as fully Indigenous with dark skin—no longer white
with Indigenous dress or fully European in depiction—that stands out most in “The present state
of Great Britain.”246 Why portray the colonists as Indigenous, and what benefit could be gained
from doing so during this period of the American conflict? Linda Colley notes that those in the
metropole viewed the American colonists as “mysterious and paradoxical people, physically
distant but culturally close, engagingly similar yet irritatingly different.”247 The difficulty in
trying to construct a relationship with the American colonists was a common theme in the
metropole in the 18th century, with closeness and distance playing an equal part in how British
men and women tried to understand just how “British” the colonists actually were. Edmund
Burke, in a speech to Parliament given in 1775, stated:
“The last cause of this disobedient spirit in the colonies is hardly less powerful than the
rest, as it is not merely moral, but laid deep in the natural constitution of things. Three
thousand miles of ocean lie between you and them. No contrivance can prevent the effect
of this distance in weakening government. Seas roll and months pass between the order
and the execution; and the want of a speedy explanation of a single point is enough to
defeat a whole system. . . .”248
Burke approaches the relationship between metropole and colony with a political mindset, but
this practical approach has long-lasting implications for Britain as a whole. The
acknowledgement of the sheer physical distance between the colonies and London is seen as a
natural inhibitor of a serene colonial relationship, one that gives the colonists just cause for anger
and further separation from the metropole. In many ways, Burke’s statement aligns with the
image of the Indigenous America taking the liberty cap from a sleeping Britain, as seen in the
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above caricature.249 Britain—eyes closed—is unable to witness how the natural separation
between himself and America, whose dissatisfaction with British rule has led to a desire to usurp
the system and take the liberty cap for himself.
A similar focus on this relationship is seen in “Prerogatives defeat or liberties triumph,”
where the actions of the Empire in the metropole are put into conversation with the colonial
relationship in North America.

Prerogatives defeat or liberties triumph (etching), in “Prerogatives defeat or liberties triumph,”
Library of Congress, Library of Congress, accessed April 13, 2021,
https://www.loc.gov/resource/ppmsca.13627/.
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In this caricature, Charles James Fox is seen helping John Dunning walk over the bodies
of the Earl of Bute and Lord North, while a stereotypical Scotsman is seen attempting to attack
Dunning from behind.250 In the back of the image, one can also see the personified Ireland
stating that while they were loyal, “they will now be free.”251America, visualized as an
Indigenous man, responds to Ireland by saying that they will now “treat with them.”252 Fox and
Dunning’s words are difficult to read, but from what we can decipher from this image, we can at
least gather that the unknown author does not view either of them kindly.253 Of note in this piece
is the implication that Dunning and Fox are directly responsible for the vulnerability of the
British Empire, a vulnerability that allows for Ireland and the American colonies to take
advantage of the empire in order to secure further freedoms. Scotland’s defense of Lord Bute and
Lord North is also of interest, in large part because it stands in a stark contract to the passive
actions of Ireland and America.
In both “Prerogatives defeat, or liberties triumph” and “The present state of Great
Britain,” Scotland retains a role as the protector of either the personification of Great Britain, or
the artists’ believed defenders of British identity—in this case Lord North and the Earl of
Bute.254 Such an incorporation highlights the ways in which those within the metropole juggled
their perceptions of a member of the empire close to home (Scotland), versus their
understandings of a member of empire farther away (America). Linda Colley writes that
Scotland and England were incorporated into one through an Act of Union in 1775, essentially
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joining both realms under one banner.255 Not only that, but the Earl of Bute was Scottish
himself.256 One could argue that for those like the artists of these two pieces, the act of joining
both Scotland and England together meant that Scotland would naturally join the British in
opinion when it came to events like the American conflict, especially when the members of the
British political elite included Scottish individuals like the Earl of Bute. Even so, this expectation
did not always appear to be true. As Colley notes, even with a lack of peace petitions, “anti-war
activism did exist in Scotland,” especially among the Presbyterian clergy, the legal fraternity,
Edinburgh’s intellectual elites, and those in Glasgow, where “there was an abortive attempt to
petition for conciliation.”257 While these artists attempted to portray Scotland as fiercely opposed
to the American cause, the public opinion of the American conflict in Scotland was hardly
monolithic. The desire of the artists to portray it as so says more about their desire to represent a
united British Empire and its identity than it does about actual public opinion in Scotland on the
matter.
Such a desire to represent the power of the British Empire as something it was not was
also evident in caricatures that often quite literally depicted an attempted balancing of power.
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W. Reginald, The balance of power (engraving), in “The balance of power,” Library of Congress, Library of
Congress, accessed June 2, 2020, https://www.loc.gov/pictures/item/2006685505/.

“The Balance of Power,” published by R. Wilkinson on January 17, 1781, is perhaps one of the
most blatant caricatures on the topic. Showing the distribution of power within Europe and the
Americas, the caricature places a valiant Britannia on one side of the scale holding the sword of
justice, while a disorderly France, Spain, America, and Holland all clamber onto the other side of
the scale in the hopes of overpowering Britannia.258 America is of particular interest, as she is
represented as a fully Native women with a feathered headdress, taking on a more Indigenous
form than previous embodiments of America—or locations within the colonies—have.259 As
America sits on the scale in dejection, she states that her “ingratitude is justly punished,”
implying Wilkinson’s feelings about the colonies were far from sympathetic.260 While little
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information is available on R. Wilkinson, as a viewer, we can at least gather that he sympathizes
with England and desires to make a statement about what he perceives an English identity to
mean in relation to that sympathy.
This image is largely bound up in the realities of the American war at this point.
According to David Ramsey, “France, Spain and Holland were in the years 1778, 1779 and 1780
successively drawn in for a share of the general calamity.”261 What once started as a conflict
between mother country and her colonies would over time develop into a complex war that
involved a number of European allies, many of whom had a direct incentive to aid the colonists:
ridding England of some of the global power it wielded.262 This may be in part what also
contributed to the anxiety about the decline of the empire in the “Strictures on the Philadelphia
Mischianz” piece.263 With enemies on all sides, British subjects would often try to affirm their
identity as members of the most powerful state in the globe. For instance, a song titled “Lt. Col.
Holroyd’s Light Dragoons,” published in 1780, is another example of this sort of active identity
affirmation that attempted to fight back against the unsurety of a global war:
No Spaniard nor Frenchmen our women need fear,
While Holroyd’s Dragoons in
Their cause will appear.
The Fair to defend, they will risqué their,
hearts blood…264
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In this piece, the reader is introduced to an attempt to minimize the looming threat of the Spanish
and French. Holroyd’s unit is deemed the protector of English women, and because of that,
Englishness in general. In “The Balance of Power,” Britannia largely serves the same purpose.
According to Katherine Wilson, Britannia was “made to stand for a living woman, albeit one
who was the mother of the race,” and therefore she was able to become the vehicle through
which British meanings about their own position in the global world was communicated and
debated.265 Britannia, wielding the sword of justice, stands in for the average British woman,
expected to perform femininity well in order to soothe anxieties about the fragile state of
England during the period.266
One of the interesting components of this caricature; however, perhaps lies in the
inscription beneath it, which details Wilkinson’s views in further relation to his image:
America duped by a treacherous train,
Now finds she’s a tool both to France and to Spain…
The Americans too with Britain will with Britons unite,
And each to the other by Mutual Delight.267
America is not shown to have desired to continue the war of her own design, but it is instead
written that she is tricked into doing so by both the French and the Spanish. The inability to
recognize America’s agency is not new, but in combination with the usage of an Indigenous
woman in the art above, new meaning is brought to the implication. The British often attributed
little agency to Native women, depicting them as overworked and subject to tend the crops by
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Native men while English women avoided field work.268 Simply put, English subjects failed to
understand the lived reality of Indigenous women as both diligent farmers, important overseers
of trade and economy, and valued members of the community, in large part because their desire
to believe their superiority over the Indigenous men and women they encountered won out over
facing the opposing reality.269 What Kathleen Brown calls a “gender frontier”—or a place in
which differing cultures meet and interact—this meeting place of competing ideas about gender
norms meant that there was often friction when it came to how opposing cultural norms were
disseminated. By drawing America as a Native woman, Wilkinson is associating the duping of
the American colonies into aligning themselves with Spain and France with the lack of agency
British men afforded to Native women, therefore keeping an avenue of reconciliation open for
when the war ended.
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Dominion of the sea (etching), in “Dominion of the sea,” Library of Congress, Library of
Congress, accessed April 13, 2021, https://www.loc.gov/item/2004676766/.
The dominance of the British Empire—especially in relation to its presence as an empire
on the oceans—was another common way of attempting to assert the superiority of the British
identity during a rapidly changing period, and “Dominion of the sea” is one such example of
how this idea worked.270 Published in 1783, “Dominion of the sea” shows Britannia regally
sitting atop a boat, flag in one hand and olive branch in the other, while a fox sits nearby, which
most likely representing Charles James Fox.271 To the right, a Dutchman, Spaniard, Frenchman,
and an Indigenous man representing America all dip their flags into the water as a sign of respect
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to Britannia, and in effect, to Britain.272 These various European Empires, as well as the
American colonies, are positioned as blatantly aware of their weakness in comparison to the
British Empire, and this positioning paints the artist as one hoping to illustrate the valiant nature
of the British identity in comparison to the others pictured in the image. Britannia is regal,
beautiful, and sits prim and proper with an olive branch that immediately associates her with the
value of peace, but because she is being bowed to, she retains the glory of empire that viewers of
the caricature might have thought was all but lost at the near end of the American conflict.
The focus on the British stake in Europe’s balance of power is of course evident not only
in “Dominion of the sea” but also “The balance of power,” which might lead one to wonder what
might have seemingly necessitated such a focus.273 Robert G. Parkinson notes the importance of
what he calls the “common cause” in his research, with the term itself being defined as one
empire’s “side of the balance of power alliances” on the continent of Europe.274 Essentially, the
notion of the common cause was used to better understand how the European balance of power
was being measured in favor of England. Even so, Parkinson also adds that as the war
progressed, American colonists began to increasingly use the phrase themselves to place
themselves into a common alliance with other disparate parts of the British Empire that could
also have grievances with England.275 The notion of the common cause could easily be applied to
“Dominion of the sea” as well, as the American colonists, who were effectively working with
Spain, France, and the Dutch, were aligned in their own common cause with these other
European Empires. Through placing the power of all of these European Empires and the
272
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American colonists beneath that of the British Empire via the act of the dipping of their
respective flags, the artist of this piece is making the case that no common alliance could ever
defeat the power behind the British Empire, and in a way, the power of the British identity. The
image serves as a coping mechanism for the loss of the colonies, as well as the loss of total
British dominance in North America when put into conversation with the other European
Empires pictured.
An Optimistic End
Such a reconciliation could also be highlighted in the caricatures of the period, often
straddling a line between acknowledging the looming independence of the American colonies
while also hoping that somehow they would return to their original state as British subjects.
Thomas Colley’s “The Reconciliation Between Britannia and Her Daughter America” is one
example of this practice.
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Thomas Colley, The reconciliation between Britania and her daughter America (etching), in “The reconciliation
between Britania and her daughter America,” Library of Congress, Library of Congress, accessed June 2, 2020,
https://www.loc.gov/resource/ppmsca.37325/.

Unlike a caricature like “The Parricide,” Colley’s work paints a much more optimistic
tone of the relationship between Britain and the American colonies. In this image, we see a
splendidly dress Britannia, spear in place with an accompanying shield that says, “George for
Ever.”276 America, drawn as an Indigenous woman, rushes toward Britannia as well, adorned in
fully Native clothing with her own accompanying spear on which atop sits a liberty cap.277
Disrupting this happy reunion are the personifications of France and Spain, who are attempting
to pull America away from Britannia via a rope tied around America’s waist.278 Meanwhile a
personified Holland sits upon a barrel and contemplates joining in the efforts to separate the
mother and daughter’s reunion.279 Britannia is seen telling America to “be a good girl” and give
her affection, while America replies by telling Britannia, “Dear Mama, say no more about it.”280
Off to the side, we see Charles James Fox, who has recently been appointed secretary of state for
foreign affairs, directing Augustus Keppel—lord of the admiralty—toward the actions of
Britain’s enemies.281 Despite the actions of Spain, France, and possibly Holland, Britannia and
America’s reunion is sketched as a splendid one, even if it will be ended due to the actions of the
other empires. While Colley is most certainly making the claim that the two nations are now
276
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utterly divorced in identity—as seen through the portrayal of America as an Indigenous woman
and the nefarious actions of those like Spain and France—Colley is still relying on tropes of the
familial connection between America and Britain in order to construct this visual.
Colley’s decision to create this image, in part, speaks to the concern many British
subjects had about how continuing to wage the war against America might affect the morals and
very basis of British identity in the long run. As has been discussed, not all British men and
women were eager to see America defeated, and the reasons for this changed as the war carried
on. The unidentified author of A View of the History of Great-Britain: During the Administration
of Lord North to the Second Session of the Fifteenth Parliament writes of this sentiment in their
1782 work:
Despair of reducing America ought to incline us to turn our eyes to out desperate
situation: to show the ruin which awaits us in bankrupt fortune and exhausted strength, if
we continue the contest. Let us then at length aim at conciliating the affections of the
Americans, and Invite a revival of their old habits. Let the long subsisting private
friendships among individuals in both countries, the ties of kindred, the influence of
religion, manners, and language, and the cement of commercial intercourse once more be
rendered operative; and fully to effect these salutary purposes…282
The above quote points to the reality of a changing war. Rather than continue to wage war on the
Americans, it is instead framed as more beneficial to end the conflict in the hopes that the similar
backgrounds and customs of both America and Britain can bind them together again, in whatever
way that might look like. The artist’s support for a similar line of thought is signaled in the
inclusion of Charles James Fox, who was often in opposition to Lord North in that he desired a
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much quicker return to piece that reflected sympathy for the American colonists.283 Fox is
portrayed in a typically masculine dress and stature, which highlights the author’s support for
Fox’s arguments. Colley, rather than painting those in opposition to Lord North as effeminate,
does the opposite, showing a differing side in the complex debate surrounding parliamentary
politics and the question of America.
Even so, while “The Reconciliation” attempts to portray a happy reunion, its inclusion of
an America that, unlike previous caricatures, appears to be fully Indigenous, points to the idea
that while a reunion is ideal, the old America that many English subjects associated with
traditional Englishness is gone. This hits back on Snader’s argument that the idea that American
colonists might “go native” provoked “British anxieties about American transculturation.”284 The
British association of Americans with a foreign, Indigenous land provoked constant worries
about the strength of British culture and identity. This was often emphasized in accounts sent
back home by British visitors to the colonies, such as Cadwallader Colden did in his piece titled
The History of the Five Indian Nations Depending on the Province of New-York in America:
No arguments, no Entreaties, nor Tears of their Friends and Relations, could persuade
many of them to leave their new Indian Friends and Acquaintance; several of them that
were by the Caressings of their Relations persuaded to come Home, in a little Time grew
tired of our Manner of living, and run away again to the Indians, and ended their Days
with them. On the other hand, Indian Children have been carefully educated among the
English, clothed and taught, yet, I think, there is not one Instance, that any of these, after
they had Liberty to go among their own People, and were come to Age, would remain
with the English, but returned to their own Nations, and became as fond of the Indian
Manner of Life as those that knew nothing of a civilized Manner of living. What I now
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tell of Christian Prisoners among Indians, relates not only to what happened at the
Conclusion of this War, but has been found true on many other Occasions.285
Colden’s account emphasizes what many perceived to be the ability of the Native identity to
culturally win out over its English counterpart. By depicting America as a fully Indigenous
woman, Colley is arguably using this common British concept of the Native “other” to highlight
the reality of a new America, one that is no longer British in nature but something wholly
different. In this way, Colley utilizes the Indigenous form to further emphasize difference, once
again placing the Native body in a space of ideological imagery. A reunion is attempted, but
America’s Indigenous identity places her in direct contact with Britain. Combined with the
actions of other empires in this piece, it is unclear if the reunion will ever be fulfilled.
This theme of an Indigenous America partaking in a peaceful reconciliation with Britain
was common in caricature outside of Colley’s work, and another such image is evident in the
1783 work titled “Wonders wonders wonders & wonders - dedicated to the wonderfull
wonderfull wonderer.”286
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Wonders wonders wonders & wonders - dedicated to the wonderfull wonderfull wonderer
(etching), in “Wonders wonders wonders & wonders - dedicated to the wonderfull wonderfull
wonderer,” Library of Congress, Library of Congress, accessed April 13, 2021,
https://www.loc.gov/item/2004673485/.
This caricature is in and of itself a rather busy piece with a number of moving parts, and
while the text included in illegible at this point, the imagery speaks for itself. In the caricature,
which was published in 1783, one can see a number of political figures from Britain shaking
hands in reconciliation.287 While there is indeed many people in this image, a select few
reconciliations should be of particular note. For instance, the shaky relationship between John
Wilkes and King George III due to the drama surrounding the Earl of Bute comes to mind, and
yet, in the far right, one can see John Wilkes with his left hand raised while he shakes the hand of
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King George III with his right.288 Britannia and America are also pictured to the far left, with
Britannia clothed resplendently while a lion sits upon her feet and a shield lays by her side.289 On
the other hand, America is pictured as an Indigenous woman in Indigenous clothing, holding a
staff on top which sits the liberty cap.290 Britannia implores America to “shake hands” in order to
be friends again, and America agrees, stating that: “With all my heart, I’ve gained my ends.”291
Charles James Fox also stands out, largely because he takes on the form of a human with a fox
head replacing his human one.292 Fox is type casted quite literally as a sneaky fox, saying that he
will “play the fox’s part” in order to “gain a secret from each heart.”293 Multiple things are
therefore going on in this caricature, but of note is the dynamic between America and Britannia,
as well as the connotations of Fox’s, King George III’s, and Wilkes’ portrayals. The image is not
a moment of true reconciliation, but is instead shown as a way in which conniving political
leaders can gain power. Not only that, but America is divorced from her identity as a British
subject, taking on a fully Indigenous appearance.
It is this appearance of America within the context of Native representation that truly
stands out in this image, much how like similar themes are present in Thomas Colley’s
caricature.294 The personification of America as an Indigenous woman not only works to
represent a divergence from Britishness undertaken by the colonists, but as Rayna Green notes,

288

Ibid.
Ibid.
290
Ibid.
291
Ibid.
292
Ibid.
293
Ibid.
294
Thomas Colley, The reconciliation between Britania and her daughter America (etching), in “The reconciliation
between Britania and her daughter America,” Library of Congress, Library of Congress, accessed June 2, 2020,
https://www.loc.gov/resource/ppmsca.37325/.
289

117

the image of an “Indian princess” was often simply utilized to represent “the New World.”295
The caricature gains new meaning here under this contextualization, with America not only
representing the American colonists as a new, distinct “other,” but also representing the
unknown of a new physical, mental, and emotional American identity that served as its own new
world inaccessible to British subjects in the metropole. Not only are the Americans far away and
changing into something unrecognizable, but they are doing so in a way that did not allow the
British to partake in understanding this new conceptualization of what it meant to be
“American.” This visualization of the “Indian princess” archetype, who commonly holds the
liberty pole in cap in the images she is drawn in, rapidly becomes what Rayna Green calls “more
“American” and less Latin than her mother.296 “Wonders wonders wonders & wonders” not only
highlights political chaos, but through the pleading of Britannia for a renewed bond of
friendship, also highlights the desires of those in the metropole to try to fit their conceptions of
self within this understanding of a new “American” that was no longer easily drawn into the
British identity.
Much like this focus on a general desire to wrap one’s mind around the anxiety of
identity, the drawing of James Charles Fox shows that, at least in the eyes of the author, the
sneaky nature of Fox himself was not reconcilable with the expectations of British manhood and
instead showed that he had failed to prevent this separation between Britannia and America.297
According to Leslie Stephen, Fox often espoused a blatant opposition to the conflict, and even
when it came time for possible negotiation with the coercion-focused North administration,
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Fox’s demands were so high as to prevent any further cooperation between those who supported
coercion and those who opposed it.298 Stephen is not directly critiquing Fox here, but when we
understand his actions during this tumultuous period of British history, his portrayal begins to
make more sense. A man against coercion who had been dismissed from a prior role and actively
blocked negotiations, Fox was engaging in behaviors that prevented a surefire policy approach
centered on coercion.299 Instead, he worked to advance his own policies, which according to the
artist, could be interpreted as one who is sly and self-serving. Fox is damned by the artist
precisely because his actions left the British Empire—and therefore Britannia—open to
separation with the American colonies. In doing so, he made the conditions for the identity
separation that we see depicted in this image between Britannia and the Indigenous America.
Men like Fox were not simply politicians, but gatekeepers of the British Empire’s identity, and
when they failed to protect it in the eyes of the metropole’s public, they were then open to
critique and ridicule. “Wonders wonders wonders & wonders” may depict a peaceful end to
conflict with the hope of further friendship between the two powers, but it does not do so with
the same positive airs that Thomas Colley did in his own work.
A Violent End
While “The Reconciliation between Britannia and her Daughter America” and “Wonders
wonders wonders & wonders” both depict a peaceful and familial end to the American conflict,”
not all caricatures went this route, and “The allies - par nobile fratrum!” is an example of just
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how blatant images of violence could be used to depict the perceived frailty of the British Empire
and its identity by those in the metropole.300

The allies - par nobile fratrum! (etching), in “The allies - par nobile fratrum!,” Library of
Congress, Library of Congress, accessed April 13, 2021, https://www.loc.gov/item/2004673372/.
The above caricature shows King George III on the ground, surrounded by a mutilated
form of a child as he used a skull as a bowl alongside an Indigenous man.301 These acts of
cannibalism are everywhere in this image, but the fact that King George is an active participant
is especially damning. One can also see a bishop off in the right corner of the image alongside a
sailor who is carrying multiple boxes labeled with “scalping knives,” “crucifixes,” and
“tomahawks,” which are then said to be “presents to the Indians.”302 Published in 1780 by an
unknown artist, “The allies” does not need a named artist for one to know the original creator’s
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central opinions about the rule of King George III in relation to his wartime approach to the
American colonies.303 King George III not only gifts the Indigenous men the weapons they need
to engage in the violence that would proceed the acts of cannibalism pictured, but he sits among
them and also engages in the violence.304 The caricature innately implies that King George III
was not only destroying American colonists across the Atlantic through his support of
Indigenous participation in the war efforts, but actively destroying the English Empire itself
through the visualized cannibalism of one of its members. Such implications pull upon
stereotypes about Indigenous men while also saying something about King George III and what
his actions meant for those in the metropole.
It is that Indigenous imagery that is most visible in “The allies.” In Parkinson’s work, he
notes that patriot publicists “had featured accounts in their weekly papers accusing suspicious
Indians of threatening to take up the King’s hatchet,” even if no members of the local Indigenous
communities had done so.305 From the start of the American conflict, we can therefore see how
colonists circulated the belief that the King was aiming to arm Indigenous nations in order to
carry out the coercion efforts he so greatly supported. Philip Deloria also adds that Indigenous
men and women could and were used to represent an America that was “violent,” “savage,” and
aggressive.”306 The caricature artist builds upon this assumption of Indigenous violence, using
the Indigenous form not to represent America itself, but to instead denote that aggressiveness
that it implied to viewers in the metropole. It would not be a surprise that some in the metropole
would continue to support this association, with letters depicting Indigenous encounters in
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America—such as one sent by Rev. Mr. Hawley in 1755—that recounted the words of an
Indigenous man who reflected on the usage of the hatchet no doubt circulating in the
metropole.307 “The allies” blatantly acknowledges all of these connections in order to make some
blatant statements about King George III.
Not only that, but Roger Williams’ A Key into the Language of America—published
during the period—serves as a further example of how British members of the metropole viewed
the supposed support of Indigenous arming in the colonies, as well as the metropole’s
relationship to the act of arming itself:
“O the infinite wisdom of the most holy wise God, who hath so advanced Europe, above
America, that there is not a sorry Howe, Hatchet, Knife, nor a rag of cloth in all America,
but what comes over the dreadful Atlantick Ocean from Europe: and yet that Europe be
not proud, nor America discouraged; what treasures are hid in some parts of America,
and in our New English parts, how have foule hands (in smoakie houses) the first
handling of those Furres which are after worne upon the hands of Queens and heads of
Princes…”308
Williams notes that it is the British who supply the Indigenous nations with things like hatchets
and knives, though he is quick to associate the British holding of these weapons as a sign of its
supposed “advanced” state in comparison to the Indigenous nations. This piece further highlights
the themes within “The allies” that hinge on British supplying of weaponry as well as British
preconceptions about Indigenous people that tied imagery of violence to the Indigenous form.
Even so, Williams also pulls in a discussion about civilization, who is “civilized,” and how
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Indigenous communities do not fit within the average British subject’s understanding of what it
means to be “civilized,” and therefore British. The artist of “The allies” is making an even more
damning implication in this piece then, mainly that King George III does not have a claim to this
British civility. With the artist being pro-colonist, they place the blame on King George III for
failing to keep the empire intact, and therefore the British concept of identity in tact as well.
James Gillray’s “Britannia’s Assassination, or – The Republican Amusement”, created
on May 10, 1782, takes on this image of an Indigenous America as innately “savage,” further
building off of themes present in “The allies.”309

James Gillray, Britania's assassination, or -- the republican amusement (etching), in “Britania's assassination, or -the republican amusement,” Library of Congress, Library of Congress, accessed June 2, 2020,
https://www.loc.gov/resource/cph.3a45655/.

Rather than depicting a peaceful reunion, Gillray instead uses his medium to create an
image of treasonous assassination. In the middle of the frame we see a statue of Britannia, which
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is missing its head and multiple limbs.310 Members of the new ministry, including Fox, Wilkes,
Dunning, Richmond, Burke, and Keppel are all illustrated as the figures behind the assassination
of Britannia’s statue, while a Native man representing America—as well as personifications of
France, Spain, and Holland—are seen running away from the scene with pieces of Britannia.311
While Thurow and Mansfield are seen attempting to end the desecration of Britannia, it is too
late—the new ministry has succeeded in tearing apart the figurative embodiment of the British
Empire.312
Now, Gillray takes a different view of the new ministry than Colley, in comparison to
“The Reconciliation,” we as viewers can begin to unpack Gillray’s thoughts about the political
developments in relation to the American situation in 1782. Perhaps nothing is more blatant in
this piece than the way in which he depicts the weakened masculinity of the new ministry
members. Coincidentally, a majority of these men were Rockingham Whigs or at least associated
with the faction, and therefore they were all connected to calls for an end to the American
conflict, as opposed to continuing coercive measures.313 Edmund Burke, one such Rockingham
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Whig, gave a speech to Parliament on March 22, 1775—seven years prior to Gillray’s work—
calling for a “simple peace” to be pursued with the colonists without supporting outright usage of
force to attain that peace.314 With the Rockingham Whigs attaining control of Parliament in 1782
after the fall of North’s administration on March 20th, those who opposed ministry members like
Burke knew that what awaited them was no longer a hard-lined approach to colonial surrender,
but instead a policy that threatened to break apart the British Empire, a concept that threatened
their vision of British identity.315 Gillray, in many ways, highlights his distrust of the new
ministry through his envisioning of its ability to figuratively decapitate Britannia.
While North’s administration had fallen, there had still been those among his ministry, as
well as North himself, who spoke out between 1778 and 1782 against making direct peace and
concession with the colonists. Within the ‘House of Commons,’ published in The Westminster
Magazine’s 1781 issue, Lord Germain is recounted as disagreeing with the end of the American
War:
Lord George Germain declared he regarded the Motion as amounting to a resolution to
abandon the American war altogether; he made no scruple to avow, that if the House
came into it, he would immediately retire; for, be the consequence what it might, he never
would be the Minister to sign any instrument which gave Independence to America. His
opinion ever had been, and his opinion then was, that the moment the House
acknowledged the Independence of America, the British empire was ruined. This nation
could never exist as a great and a powerful people unless our Sovereign was likewise the
Sovereign of America.316
Lord Germain, even when the war was severely in question in 1781, was still quick to pull his
support behind continuing the conflict with the colonies. Not only that, but he connects that
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desire with his belief that if Britain lost the American colonies, the British Empire would be no
more. The inability of the Rockingham Whigs to hold together the empire in this case is then
emasculating, as their desire to destroy the personification of the country connects with earlier
wartime views that “effeminacy was widely identified as the root cause” of the current
destruction of the British Empire.317 Through the destruction of Britannia at the hands of the
Rockingham faction, Gillray depicts another discussion being had about the future of the British
identity, one that did not rest on reconciliation but a death of tradition.
Nothing might more blatantly show Gillray’s attempt at this than illustrating an
Indigenous man—representing America—running away with the head of Britannia. In short,
such imagery hits again upon the point that with the colonies leaving the empire, Britannia is no
more. America takes on the image of the “savage,” a stereotype placed upon Native men by
British society both in the colonies and within the mother country that depicted them as “cruel,
dangerous, and irresponsible.”318 Having transformed into the image of an Indigenous man,
America no longer shares similarity to British identity and instead takes on the characteristics of
the “other,” or the Native. In this way, Gillray can work to communicate to his audience the
“savage,” and therefore uncivilized, nature of the Americans’ decision to separate from
Britain.319 By doing so, Gillray can critique the American colonists be separating them from any
part of the colonial experience that might make them British in nature, and then therefore similar
to the British public at home.
By the end of the American conflict, caricature artists were having quite blatant
discussions about the relationship between the colonies and the metropole, openly trying to
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decipher where the familial bond originally shared between the two was still capable of existing.
Whether or not the artists answered with a clear yes or no to this concern, while important, is
often not the most notable part of their publications. Rather, the choice of these artists to often
depict America as a fully Indigenous man or woman and no longer white highlights the ways in
which those in the metropole were working to define what the British Empire might look like at
the turn of the eighteenth century. What started as a discussion of the metropole before the war
quickly became something bigger by the 1780s, forming into an international discussion that
spanned across continents and relied heavily on new formulations of race in order to tackle
important discussions of identity and belonging.
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Conclusion
The ever-changing concept of a British identity before and during the American conflict
underwent a radical shift in British thought. The changing nature of Britain’s colonial situation
meant that what had originally been perceived as a growth of power and influence in the
acquiring of the American colonies quickly became a source of anxiety. This anxiety not only
challenged the British public’s beliefs about gender norms and race, but it also called for that
same public to use those norms to communicate the anxieties that came with colonial rebellion
and an altered empire. No medium was a more apparent vehicle for these discussions than the
political caricature. What might be viewed as simple pieces of art were in fact loaded with
symbolism and meaning, making them convenient ways in which British artists and publishers
could diffuse a variety of thoughts, feelings, and opinions about the ways in which this era of
British history created an unstable understanding of what it meant to be British.
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The blessings of peace (intaglio print), in “The blessings of peace,” Library of Congress, Library
of Congress, accessed April 13, 2021, https://www.loc.gov/item/2004676763/.
Published in 1783, “The Blessings of Peace” serves as one of the final published works
that hits at the ways in which caricature served as a space for communication about aspects of
uncertainty as the British Empire changed near the end of the eighteenth century.320 To the right,
we can see King George III surrounded by a dizzying number of ministers and politicians
following the ratification of the peace treaty by the U.S. on April 15th of 1783.321 On the left, a
personified America represented by a Native woman is crowned by Benjamin Franklin himself
while being attended to by the French and Spanish kings as a pug meant to represent Holland sits
curled up at her feet.322 Near the top right of the image, the caricature proclaims that, “England’s
sun is setting.”323 There could not be a more clear visualization of the anxieties that came with a
perceived broken down empire. A witch atop a broom flies above the multiple scenes on both
sides of the Atlantic, breaking wind that spells out “peace” against the sky.324 Serving a message
at the end of the American conflict that is made up of a variety of themes touched on throughout
this work, “The Blessings of Peace” is a visualization of the realization by those in power,
especially landed white men, that the way they conceived of themselves in relation to the British
Empire and its strength was crumbling via rapid change.
“The Blessings of Peace” is a far cry from the messages discussed in the beginning of this
work via “The able doctor, or, America swallowing the bitter draught.”325 The latter, depicting a
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British Empire with the power to exert control over the American colonies, stands in stark
contrast to the former, which flips the script and represents a loss of British power both at home
and abroad. These caricatures are not just static images that have literal meanings, but are also
the key to understanding how those who held power in the metropole—mainly wealthy white
men—understood the extension of the British Empire to mean for themselves. How did a
powerful British Empire reflect on their own ability to wield power? How did the American
Conflict change the way they conceived of their ability to understand their own identity with an
empire that was rapidly changing and no longer easily definable within the metropole alone? In
what ways did they use previous understandings about race, gender, and class conceived of prior
to the war in order to communicate their feelings through caricature art? All of these questions
hold specific relevancy precisely because they were at the heart of the struggle to understand
what being “British” meant exactly for a dominant power base that had, up until this period, been
able to control political, economic, and social structures at home, and they are therefore
questions that are inseparable from the caricatures themselves.
When we consider this period of British history as viewed through the art of caricature,
we can attain a deeper understanding and appreciation of not only the caricatures, but their
ability to act as spaces of discussion and argumentation for those who created and viewed them.
James Gillray’s “Britania's assassination, or -- the republican amusement” and Thomas Colley’s
“The reconciliation between Britannia and her daughter America” both are just one such
example of the ways in which this was evident in the pieces I have studied.326 Both utilize
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caricature to argue an opposing point, and one could easily view them as being in dialogue with
each other, even if that was not what was intended. Both also use visual cues that cut to ideas
about race, gender, and class, which further illustrates the ways in which these caricature pieces
were dynamic spaces of negotiation that pulled on commonly accepted social norms to make a
number of points about the British Empire’s presence in the world and how it correlated to the
identity of its average subjects in the metropole.
This has wider implications for how we view this period, its actors, and the events these
actors engaged in throughout. When we center the concept of identity formation around
caricature art and trace the presence of themes about race, gender, and class, we give due credit
to the idea that these themes did not exist out of thin air, but were rather crafted purposefully
over decades and then weaponized knowingly in order to further perpetuate the norms that relied
on such themes. The caricatures I have studied serve as the perfect space to understand the
purposeful actions that went into identity formation and how those actions were knowingly
dependent on the British Empire itself, as well as the events it engaged in both at home and
abroad. When we view the caricatures this way, it becomes easier to see the active processes that
shaped and were shaped by the individuals who created, circulated, and viewed these artistic
pieces. If put into further context with the wider British imperial project, especially outside of the
eighteenth century or in other colonial locations, this understanding of caricature art as a means
of discussion could provide further analysis for a wider swath of British history, and in the
process, continue to give academics a clearer understanding of how those involved in this history
understood their experiences as a British subject.
Overall, the art of caricature holds a lot to be discovered, and it is important to place
focus on its creation. While the written word can provide much to be studied, imagery can give
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access to interesting cultural connections that might not be as accessible as texts. This allows the
viewer to make a new kind of connection with the past, one that can illuminate dialogues about
subjects such as national identity formation in a way that captures new narratives. Not only that,
but during a digital age in which the political caricature continues to thrive in the United States,
connecting the art form to its past provides a greater understanding of modern modes of
communication and cultural transfer. Linking our own process of identity negotiation with
similar processes in the past can work to illuminate not only the discussions of societal change
within the past but allow us to understand our own changing discussions of societal change in the
present.
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